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 The Nebraska Repertory Theatre, in partnership with the Johnny Carson 
School of Theatre and Film at the University of Nebraska-Lincoln, designated Tennessee 
Williams’ The Glass Menagerie as its second production for the 2019-2020 season. The 
production began previews on Wednesday, November 06, opened Friday, November 08, 
and ended their run on Sunday, November 17, 2019.  
As the lighting designer for this production, it was my responsibility to provide 
the master electrician with the plans and paperwork necessary to physically realize my 
artist vision. This included a drawn-to-scale light plot, channel hookup, and instrument 
schedule denoting the placement of lighting equipment as well as any accessories needed. 
This thesis will analyze the participation of the lighting designer, starting with the 
preliminary vision, continuing with the conceptual design and concludes with a 
summation of the process. Following the conclusion of my thesis are the research, 
paperwork, and photo documentation which help support the information presented 
within the thesis.  
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 1 
INTRODUCTION 
 
Tennessee Williams’ The Glass Menagerie is an autobiographical play about a struggling 
family. Menagerie premiered in Chicago in 1944 and then moved to Broadway. It opened at the 
Playhouse Theatre at 137 West 48th Street on March 31, 1945; it featured Laurette Taylor (1884-
1946) as Amanda, Eddie Dowling (1889-1976) as Tom, Julie Haydon (1910-1994) as Laura, and 
Anthony Ross (1909-1955) as the Gentleman Caller. Laurette Taylor died during the production’s 
run and Margaret Wycherley (1881-1956) replaced her. Eddie Dowling produced and directed the 
production, which transferred from the Playhouse Theatre to the Royale Theatre (242 West 45th 
Street) upon the death of Laurette Taylor and closed in that theatre on August 03, 1946. 
The Nebraska Repertory Theatre’s production of The Glass Menagerie was directed by 
Nebraska Repertory Theatre’s Artistic Director Andrew Park. The design team included 
undergraduate Greyson McCown as scenic designer, Prof. Jamie Bullins as costume designer, and 
undergraduate Jordan Taylor Thomas as sound designer. Undergraduates Dylan Spilnek and 
Cameron L. Strandin as technical director and master electrician respectively. Serving alongside 
the creative team were Prof. of Practice Ann Marie Pollard (as the voice, text, and dialect coach) 
and Brad Buffum (as Equity stage manager). The production opened November 6, 2019 and 
closed November 17, 2019. Greyson McCown, Jordan Taylor Thomas, and Dylan Spilnek 
applied their assignments to help fulfill partial requirement toward their respective Senior 
Capstone projects.1 With a design team composed of experienced and talented individuals, it was 
exciting to see what this creative team would collectively produce for the production. 
  
 
1Senior “capstone projects” in the Carson school are typically assigned to graduating seniors to help 
exercise their skills in problem-solving along with developing skills not formally addressed in the 
classroom. The project usually calls for the cultivation of practical skills the student might apply in a non-
academic setting. 
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ONE: THE SIGNIFIGANT PARALLELS WITHIN THE GLASS MENAGERIE 
 
Throughout the 1930s, American theatre depended on light-hearted musicals, 
comedies, and plays that took audience attention away from the Great Depression. By 
1932, the Shubert Organization was bankrupt, as were most other theatre owners in New 
York City. The only thing that kept Broadway theatre alive were Gilbert and Sullivan 
operettas, musical revues, and long runs of musicals by Cole Porter, the Gershwins, 
Rodgers and Hart, and Jerome Kern. Social problems such as unemployment were the 
concerns of the Group Theatre, but by 1941 their concerns subsided. Eugene O'Neill’s 
plays made it to Broadway, but not for long. The Theatre Guild attempted to bring 
European drama to Broadway and then take them on the road. But the Theatre Guild went 
bankrupt, too—until a musical in 1944 called Oklahoma! by Richard Rodgers and Oscar 
Hammerstein saved the organization. A year later, a small play with a small cast opened 
at a small theatre. It was The Glass Menagerie by Thomas Lanier Williams, who had 
gotten the nickname “Tennessee” in college (at the University of Missouri).  
 By 1945, Tennessee Williams had written several plays, but none of them 
succeeded. He had received a Rockefeller grant totaling $1,000 in 1939 to help him write 
a play called Battle of Angels. It opened in Boston during December of 1940 and flopped. 
He thereafter worked at several menial jobs until the Rockefeller grant helped him get a 
job in Hollywood as an assistant to a writer’s assistant, which paid him $250 per week. 
But the job lasted only six months. In Hollywood, however, he began transforming a 
short story he had written called “Portrait of a Girl in Glass” into a play. It first emerged 
as a collection of scenes he titled The Gentleman Caller; by 1944 it had become The 
Glass Menagerie. In that year a journeyman actor named Eddie Dowling got a copy of 
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the script and asked to meet Tennessee Williams in Chicago. Dowling described 
Williams as “a sick, tormented boy” when they met in 1944, but Williams was hardly a 
boy by that time, having turned 33 years old in March of that year. Yet he was terribly 
insecure and already addicted to alcohol. Dowling offered to produce Williams’ new play 
in Chicago, and Williams, with no other offers, agreed.  
Dowling was barely able to raise the money for that premiere production, but at 
its opening, two critics liked the show and their praise made its way to New York. 
Dowling begged for or borrowed as much money as he could to produce the play in the 
small Playhouse Theatre at 137 West 48th Street, favoring this location since the rent was 
the cheapest he could find. It was Tennessee Williams’ first trip to New York, and it 
terrified him. But most things terrified him. His fears, pathologies, and discomforts made 
their way successfully, however, into many of his subsequent his plays and characters—
and particularly into The Glass Menagerie. The essence of his characters in this and other 
plays he wrote stemmed from people who influenced him in real life. They, like Williams 
himself, lived in worlds of fantasy to help them avoid or somehow endure the 
complicated, highly neurotic, and often destructive events that beset them on a regular 
basis.  Despite, or perhaps because of his own unfavorable circumstances, Williams 
allowed characters he created to speak in a lyrical stage idiom. Few other American 
playwrights have matched Williams’ gift for self-absorbed expression. Jo Mielziner’s 
design for the show in New York matched Williams’ lyricism; Mielziner’s stylized 
approach, coupled with and at times offset by Williams’ dreaminess, left a strong 
impression on audiences and made the production a substantial hit after its opening on 
March 31, 1945. It ran for 563 performances.   
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The Glass Menagerie is about a broken, Depression-era family. The play’s 
language is poetic, and the music Dowling used for it was elegiac. Both language and 
music stood in stark contrast to the play’s action: the situation is catastrophic and the 
motivations are often cruel. Tom’s desperate need for escape, Amanda’s compulsion to 
camouflage reality, and Laura’s pitiful requirement of emotional shelter all intermingle to 
provide the play's form and structure. Originally portrayed on the upstage side of a scrim, 
Williams intended that the material depict “an atmosphere of memory.” Menagerie 
begins with a monologue from Tom Wingfield, the narrator of the play who also happens 
to be Williams's alter ego telling the audience: 
“Yes, I have tricks in my pocket, I have things up my sleeve. But I am the opposite 
of a stage magician. He gives you illusion that has the appearance of truth. I give 
you truth in the pleasant disguise of illusion.”2   
  
In this opening monologue the audience encounters the first instance of the play’s 
stylized realism. The stylization became a running metaphor for the audience, informing 
them that what they were watching was not happening in the present moment. Instead, 
these moments were recollections that Tom was sharing with them. Originally depicted 
within a box set3, the playwright added a unique approach to the performance notating 
that the performance takes place upstage of a scrim curtain:  
 “At the end of Tom’s opening commentary, the dark tenement wall slowly reveals 
 (by means of a transparency) the interior of the ground floor Wingfield 
 apartment.”4 
 
 
2 Tennessee Williams, The Glass Menagerie (New York: Dramatists Play Service, 1976) 11. 
3 A box set is a scenic design commonly found on proscenium stages. The design is grounded in a single 
location and is typically surrounded by static walls with some notion of a roof. 
4 Williams 10. 
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Williams and Mielziner had developed a distinct textures and tools in their designs, 
emphasizing more toward the pictorial elements of surface, line, and color. The designs 
sought to achieve softness, directness, and engagement.5  
Set in a lower-middle-class St. Louis neighborhood, The Glass Menagerie 
captures the tension between the reality Williams experienced in daily life and the 
memories Tom reveals to the audience.  Just as the playwright lived in a dim, dingy 
apartment in an urban St. Louis neighborhood, so do the Wingfields. Both Tom 
Wingfield and Tom Williams shared aspirations of becoming successful writers. 
However, Tom Wingfield needed to get away from his mother feeling as though he could 
never get from beneath the suffocating stress his mother placed upon him and the heavy 
shadow his father had cast. Williams's father was rarely present in his life, and when he 
was, he called his son “Miss Nancy.” Tom Wingfield’s father left his family and 
abandoned them via postcard. Menagerie describes the shadow he left as he departed as 
follows:  
“There is a fifth character who doesn't appear other than in a photograph hanging 
on the wall… He was a telephone man who fell in love with long-distance-- so he 
gave up his job with the telephone company and skipped the light fantastic out of 
town. The last we heard of him was a picture postcard from the pacific coast of 
Mexico, containing a message of two words: “Hello--Good-bye!” and no address.”6 
 
 Just as Williams's father shared a striking resemblance to the father portrayed in 
the script, so did Williams’s mother. Edwina Williams was the matriarch of the Williams 
family, running the household while she clung to the memory of her southern 
adolescence. Both Edwina and the fictional Amanda Wingfield grew to adulthood in 
 
5 Smith, Harry W. "Performative Devices and Rhetorical Desires: Ritual and Rhetoric in the Work of Jo 
Mielziner and Tennessee Williams, 1955-1964." Theatre History Studies 15 (1995): 183. ProQuest. 16 Apr. 
2020 . 
6 Williams 11. 
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upper-middle-class families who were proud of their southern heritage. Both women 
eventually married men beneath them in status. Though Williams's father never actually 
abandoned his family, his alcoholism wrought terrible damage upon them, building 
resentment in Edwina. The same is true of Amanda toward the absent father of her 
children. Amanda resents her children for forcing her to be an abandoned single mother 
in the 1930s. Being a single mother and abandoned wife was a colossal defamation of 
one's character for the time. She resents her responsibility for finding a suitor for her 
daughter Laura. Resentment for her children may also stem from the feeling that they are 
a burden to her that she does not bear gladly. Some critics interpret this resentment, 
masquerading as maternal love and devotion, as suffocating.7 It is a form of love that 
neither Tom Williams nor Tom Wingfield could accept.  
One of the harder comparisons to digest is the similarities shared between 
Williams's sister Rose and Tom's sister Laura. Both suffer from abnormalities. Rose 
suffered mentally, while Laura is physically disfigured and requires a leg brace. The two 
young women lived quiet, sequestered lives in their families' apartments. Rose Williams 
suffered from schizophrenia, an ailment that haunted Williams repeatedly throughout his 
life. Eventually, his sister succumbed to an involuntary lobotomy leaving her 
institutionalized for the remainder of her life. Williams's guilt pursued him continually 
manifesting itself in Tom Wingfield's final monologue:  
“Oh Laura, Laura, I tried to leave you behind me, but I am far more faithful than I 
intended to be!”8 
 
 
7Error! Main Document Only.Robert Bray, “Glass Menagerie,” in Tennessee Williams: a Guide to 
Research and Performance, Ed. Philip C., (Westport, CT: Greenwood ,1998) 38. 
8Williams 11. 
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 There are other ways that Tom Wingfield shares similarities with Williams. In his 
later life, Tennessee Williams was a known homosexual amongst close friends and 
colleagues, and in Menagerie Wingfield’s mother, Amanda, catches him reading a D.H. 
Lawrence's novel. However, we do not know which literary work Wingfield was reading. 
Lawrence's work, Women In Love, expressed a bold fascination toward homosexuality. 
Historians question Lawrence and his sexuality, proposing the idea that he was “bi-
curious.” The relationship between Lawrence's sexuality and his published work led 
audience members to presume Wingfield himself was intrigued by homosexual fantasies. 
After a fight, Wingfield often storms out of the apartment to “go to the movies.” He then 
returns in the middle of the night from the dance hall from across the street in a drunken 
stupor. The fire escape, outside the apartment, becomes a place of respite from his 
mother. Perhaps Williams incorporated these quiet allusions into the script to help 
communicate the unexpressed emotions he felt throughout his life. 
The Glass Menagerie continues to be one of Williams's most well-recognized 
masterpieces, not only for the poetic approach to the story, and the characters he created, 
but also for his inventive, theatrical approach to language, allusions, and visuals. The 
following chapter will discuss how the similarities between Williams's life and 
Wingfield's influenced and inspired Andrew Park's vision for The Nebraska Repertory 
Theatre's production of The Glass Menagerie.  
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TWO: THE DIRECTOR’S VISION 
 
 The creative team and their supporting faculty held the first design meeting on 
May 10, 2019. After casual introductions and minor announcements, Park presented his 
observations, ideas, and concept to the group. After digesting the script and having time 
to reflect, he asked the group to consider a concept for the production that revolved 
around the idea of “the American Dream.” He posed the question, “What is ‘the 
American Dream? Is it a normal life? If so, how would one achieve it?’”  
 Because The Glass Menagerie is a memory play, Park mentioned the fact that 
one does not simply recall a memory with 100% accuracy. One will instead pull small 
bits from multiple memories to help reconstruct a false, fragmented reality. When one 
creates a distorted memory, one is unconsciously creating a falsehood for one’s past 
choices. This allows for one to more-easily to justify past actions. Park also stressed to 
the group that no matter how hard one may want to run from their past, one will never 
truly escape it entirely. This statement led the meeting toward the next topic: the narrator 
of The Glass Menagerie.  
After discussing the script and the historical history of the script with the group, 
the creative team concluded that the parallels between Tennessee Williams and Tom 
Wingfield’s lives were too obvious to ignore. Those actively participating in the meeting 
believed any production which ignored these similarities would do the play an injustice. 
Park also believed that Wingfield lost his way, haunted by the choices he made in 
abandoning his mother and more importantly his sister; Tom will never find “the 
American Dream,” since true happiness will remain inaccessible to him. Disconnecting 
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himself from his mother and sister, he remains alienated, and though he ends his story as 
a merchant marine traveling the world, he will never truly achieve his “dream”.  
Seeing as Tom lives in his present moment while constructing a false reality of 
memories for the other characters to live in, Park sought a smarter, more innovative 
approach to the Rep’s production. A majority of Menagerie takes place through the plot 
convention of flashback, which consists of Tom’s recollection of events. Park thus 
wanted the production to remain in a stylistic world true to the historical styles of the late 
1930s and early 1940s. Since Tom had abandoned his family to join the Merchant Marine 
and travel the world, Park announced to the group that our production of the Glass 
Menagerie would take place on a merchant steamboat riding the waters of the Mississippi 
River.  
With the steamboat Gordon C. Greene9 as his inspiration, Park shared his 
excitement in setting the environment of the production on a Mississippi steamboat. 
Placing Wingfield on a steamboat 24-48 hours after abandoning his family with crew 
members aboard a ship that possessed characteristics resembling those he left behind 
might help set the scene for Wingfield’s flashbacks. Perhaps the captain’s proper posture 
reminded him of his mother, Amanda. A bright-eyed, enthusiastic merchant might remind 
him of Jim, while another member awkwardly hobbling with a limp might have been 
similar to Laura’s. As one crew member made his exit offstage, Laura might awkwardly 
cross paths as she made her way into the flashback.  
  Alongside the crew members, Park also envisioned the St. Louis apartment to be 
set within the world of the steamboat. Revisiting the theme of fragmented memories, 
 
9The Gordon C. Greene was a paddle steamer launched in 1923. It carried passengers and freight between 
Louisville, Kentucky and St. Louis, Missouri, with annual stops to New Orleans for Mardi Gras until 1967.  
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pieces of the apartment might enter the environment as members of the crew pulled 
levers, spun wheels, and hoisted cargo. He was also interested in the mechanical 
components of the steamship as an extension of Tom’s inner emotion and dialogue. As 
the meeting ended, Park asked the team to think about how these elements might “come 
to life” during certain moments of the script or during Tom’s monologues.  
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THREE: CONCEPTUAL RESEARCH & INITIAL LIGHTING CONCEPT 
  
Following this initial meeting, it became more apparent that the director was 
looking for a truthful, man-made environment that accurately reflected the aesthetic of 
the late 1930s and early 1940s. Park made it clear that he did not envision a typical box 
set or interior for this production’s scenic design. Looking to embrace the fantastical 
world these characters created, he placed them on a Mississippi steamboat, a location few 
directors may have considered before Park did. This approached allowed elements of the 
Wingfield apartment to enter the scenic design as fragmented pieces Tom’s memory. 
Keeping these ideas in mind, it was now time to research the lighting and atmosphere for 
the concept he now envisioned.  
Park’s theme for The Glass Menagerie was “The American Dream,” and the lives 
we live against the lies we tell ourselves. Understanding that Wingfield’s past decisions 
would forever haunt him, the goal was to create two separate atmospheres or “worlds.” 
The first world was Wingfield's reality while on the steamboat, addressing the audience 
through his monologues. The other world was an extension of Wingfield and his 
flashbacks. As these flashbacks varied in who made an appearance from Wingfield's past, 
the first conceptual idea for this “flashback reality” allowed each character a respective 
color palette as an extension of their personality and inner dialogue.  
I began laying the foundation of my concept with angles and illumination we are 
exposed to throughout our daily lives. Knowing that light from the sun is usually above a 
subject with objects around to reflect sun light off of on a day-to-day basis, people often 
see things as being lit fairly evenly and without strong shadows. Therefore, when a 
designer wants to show objects on the stage as being "normal" it makes sense to provide 
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light on the stage in such a way as to mimic these typical angles of light. Now if a 
designer moves the source 180° and illuminates the subject from below, these shadows 
from the subject’s features stretch upwards, appearing unnatural to the eye. This upward 
illumination creates a sense of dark drama, horror, and unnatural shadows. It became a 
universally recognized lighting strategy in many German expressionist films, as it did to a 
lesser extent in Russian films which emphasized montage. It appears prominently in the 
Universal Studios’ 1931 film Frankenstein (Figure A.3) and in the Warner Brothers’ 
1931 Svengali(Figure A.4).  
After angle came the consideration of color. Our psychological responses to color 
are automatic, inherited, and shared regardless of age, sex, and geographical area or 
cultural background. Studies have shown that the light wavelengths of colors can 
stimulate the areas of the brain that regulate hormones and other physiological systems. 
With this, color associations also influence how you feel along with subconscious 
decisions you will make from it.10 With this understanding in mind, Figure A.5 and 
Figure A.6 became prime sources of inspiration for the atmosphere when Tom is aboard 
the steamboat. 
Park was intrigued by Tom's narration of The Glass Menagerie and the subjective 
retelling of his story. This concept became a strong influence when conceptually 
designing the atmosphere for Tom’s flashbacks. What does subjectivity look like? How 
does one express a haunting memory or represent one's perceptions of past events? 
 
10 Finally, Color Explained By an Expert in a Way That Everyone Can Understand 
Kate Smith - https://www.sensationalcolor.com/color-meaning-psychology-symbolism/#.W_gOvZMzZTY 
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Before my research began, I spent a fair amount of time trying to understand the concept 
of memory and how it works within our brains.  
Memory is the term physiologists give to brain structures and processes involved 
in the deposit and subsequent recall of information. For psychologists, the term memory 
covers three important aspects of how our brain processes information: encoding, storage, 
and retrieval of information. Their evidence suggests that whenever information enters 
the human memory system via sensory inputs, the information must undergo 
transformation into a format that the human system can place in reserve.  
The three main ways humans encode information are visual, acoustic, and 
semantic. The brain can store information briefly in the short-term memory process, 
whereas the capacity of long-term memory may be unlimited. How humans understand 
and store information furthermore affects the way the retrieval process operates. Short 
term memory stores and retrieves sequentially, whereas long term memory stores and 
retrieves by association.11 This theory of understanding, along with Tom Wingfield’s 
subjectivity, influenced my pursuit of questions about “tainted memory.”  
“Tainted memory” has recently entered computer-associated vocabulary, but in 
terms of human behavior it remains a problematic concept. In the history of drama, it is 
closely associated with modernism’s insistence on abstraction and distortion. Recent 
Home Box Office series such as Euphoria and the Netflix series Maniac employ the idea 
of stylized realities that recall the psychedelic conceits of the late 1960s. The use of 
“neon-noir” lighting in both series, however, reiterates the philosophical basis for the use 
 
11Stages Of Memory 
Saul Mcleod - https://www.simplypsychology.org/memory.html 
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of distorted, subjective visuals as plot devices.12 Sharp highlights and shadows on the 
subjects, for example, sometimes represent inner conflicts between the memory of an 
event and the actual event itself. It is essentially a conflict between truth and perception, a 
conflict that hearkens back to Sophocles. Light and color help to accentuate that conflict, 
and in The Glass Menagerie one could imagine the impact of light and color as people 
from Tom's past appear on stage. Colors, I imagined, might become more saturated, 
signifying to the audience that reality of the Wingfield apartment was no longer in the 
same reality of the steamboat. Tom’s reality undergoes a shift from the certainty of the 
ship to the representativeness of St. Louis from a prior time. The shift is a kind of 
“flashback,” a phrase which at times may suggest odd psychological nuances. Yet within 
Tom Wingfield's recollection, it takes on a despondent and troubling influence. Lighting 
subjects in the apartment, I thought, might replace the ominous, low angled lighting when 
on the ship. This approach, I pondered, might create a more visible revelation of form on 
the subjects onstage. 13 This revelation, rooted in flashback, might suggest an even more 
fantastical, dreamlike environment.  
Figure A.7 displays the inspiration for flashbacks in Tom Wingfield’s weary 
mind. The cool color palette represented the despondent emotions he felt while reliving 
the flashbacks. The green highlight represented the envy, inwardness, and self-absorption 
he felt in the months leading up to his departure from and betrayal of his family.  
Figure A.8 incorporated hues of turquoise and fuchsia for Amanda's character 
color palette since she, too, had desires that were supposed to help the Wingfield family’s 
 
12 See figures A.1 and A.2 for visual reference.  
13Revelation of form is the alteration toward the perception of shapes onstage, particularly three-
dimensional stage elements. 
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cause. However, her inability to let go of the southern elegance she remembered as an 
adolescent (fuchsia) skewed the justifications in how she loved her children and 
expressed her love for them.  
Figure A.9 depicts a muted purple, an almost lavender color which equaled 
Laura's quiet, introverted personality. Keeping the value of her color palette on the cooler 
side kept her alongside her brother and mother, for she too had her own secrets. The pink 
highlight, though not as prominent as her mother’s fuchsia, represented similarities they 
mutually shared.  
Figure A.10 expressed my approach for Jim, which kept him in the world the 
other three occupied, but his highlight would appear somehow “heavenly.” Though he 
was not a god, Williams stated that “Jim always seems to be in the spotlight,” so the idea 
was to have an essence of a god, or a spotlight following him without being so literal. 
The design can achieve this look by incorporating his highlights included amber or 
golden hues. 
Figures A.11 thru A.14 are digital renderings of McCown’s scenic design for the 
production. Figure A.11, again, represents the beginning of the production and what the 
audience was introduced to when entering the venue. The empty space within in the 
design, along with Jordan Taylor Thomas’s atmospheric soundscape allowed the 
audience to understand that the environment for our production was a paddle steamer on 
the Mississippi River.   
To help express my vision of toning and sculpting the set,  Figures A.15 and 
Figure A.16 were conceptual photos presented to the design team for the reality of Tom 
being on the ship while Figures A.17 and Figure A.18 express the atmosphere I wished 
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to create for Tom while he delves into a memory onstage. Figure A.19 and Figure A.20 
were research images to show my idea on the relationship between lighting instruments 
and practicals14 and how they would live within the scenic design.  
 
14A practical is any on-stage light source that acts as a practical part of the physical environment of the 
production or scenic design.  
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FOUR: THE DIRECTOR’S RESPONSE 
 
The director found the concept and corresponding images to which I referred in 
the previous chapter with indifference. He believed that my neon-noir approach to 
lighting The Glass Menagerie was too modern a concept for the production he had in 
mind. There were three photos, however that he liked: Figure A.1, A.14, and A.15. Park 
said his interest in these three photos expressed a subtle atmosphere. The shafts of light 
that pierced through it were effective, he thought; and the muted colors that manifested 
throughout the collection of these selected photos were likewise agreeable. Park wanted 
lighting for the production that “should embody the memory of light. It is as if we recall 
the lighting we had within a dream. It should be abbreviated, blurry, or dishonest.” 
  The feedback was terrific.  It sparked new questions, allowing a better perception 
of his vision to come into my own mind. As the conversation continued throughout the 
meeting, I began to gain a fuller understanding of what he was looking for with muted 
color palettes. The lighting needed to express warm, bronze tones in the reality of Tom's 
flashbacks. Park wanted a different approach between the melancholy world of the ship 
and Tom's disconnected flashbacks to the world of St. Louis.  
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FIVE REVISED RESEARCH & LIGHTING CONCEPTS 
 
If there is one essential rule within theatre, whether one is an actor, technician, or 
designer must learn when entering the profession of theatre, it is the following: “Accept 
and digest the opinions of others while satisfying the demands of your own concept.” No 
matter what the concentration is within the theatrical field, whether it is design, 
engineering, construction, or even direction, one can never assume an uncompromising 
attachment to one’s own ideas. Though it is easy to conceive an idea or concept for a new 
production, one must expect that it might contradict the director’s approach to the 
production. Designers must let go and understand that they may have to create a new 
concept that supports and endorses the director’s perception.   
Proceeding with a better understanding of what elements Park was looking for, I 
retained a few small elements from the original concept (e.g., dark, ominous low lighting 
while aboard the ship with a heightened sense of color when reliving a flashback), I 
began a quest for new conceptual outlook. The first step in that quest was when faculty 
scenic designer JD Madsen introduced the photographic material of Gregory Crewdson 
(1962- ).  
Gregory Crewdson is an associate professor and director of graduate studies in 
photography at Yale University. His carefully staged photographs concentrate on the 
tension between the domesticity of everyday life, human nature, and the hauntingly, 
unsettling unknown. The characters in his elaborate constructions act subconsciously as if 
under the spell of a foreign entity, with necessary actions suggesting a mysterious 
narrative involving supernatural contact.15   
 
15https://www.thebroad.org/art/gregory-crewdson 
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Figure B.1 and Figure B.2 became a new inspiration for Tom Wingfield. The 
first photograph sparked my interest immediately through the composition’s cool tones 
and colors; with shafts of light entering the composition from above and below, I 
believed this more accurately depicted the environment Park was looking to create. By 
moving the saturated color into the atmosphere of the composition and off the subject’s 
face, this image married old ideas with new ones. This conjunction allowed for an 
appropriate approach to my lighting concept because it signified the new world Park 
envisioned. The second photograph focused on the lighting of the subject's face. As I 
mentioned in the third chapter, illuminating a subject with bounce light from a low angle 
softens features within the face and sends them upward, lending a nightmarish reality. 
This nightmarish quality lent endorsement to Park’s vision of creating dreamlike 
flashbacks. 
Figure B.3 and Figure B.4 became new sources of inspiration for Amanda 
Wingfield. With conceptual staging in mind, this idea of ghostlike highlights in Figure 
B.3 utilized highlights upon both the ship’s crew members and individuals from 
Wingfield’s past. These stylized highlights distinguished the two worlds as they crossed 
one another, thereby establishing a flashback. What was most striking about the first 
photo was the revelation of form on the inanimate objects surrounding the women in the 
photo. The foreground, midground, and background depicted in the second photo became 
another source of inspiration for both Amanda and the “flashbacks” environment. Instead 
of directing vibrant, saturated colors on the performers, those stark colors would, I hoped, 
sculpt elements of the scenic design upstage while the cast performed downstage.  
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Figure B.5 and B.6 now represented new ideas in mind for Laura as well as 
continuing the concept of isolation on our performers. Williams commented on Laura's 
lighting as follows:  
“...should be distinct from the others, having a peculiar pristine clarity 
such as light used in the early religious portraits of female saints or 
madonnas… where the figures are radiant in atmosphere that is relatively 
dusky…”16 
 
Figure B.6 complemented this new realization, and the beams of light 
behind the subject, featured in the photograph, resembled this untouchable 
innocence Laura possessed.  
I presented this new conceptual material to Park who verified my approach with 
greater enthusiasm than before, which became the driving force in the process of forming 
and drafting my light plot. On the topic of isolation and how to achieve the look, Park 
asked if follow spots would be necessary for the design and if we should need them in 
our production. My answer was no, but that is one of the few regrets I have for this 
design, which I will discuss in my reflection following my thesis. 
  
 
16Williams 8. 
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SIX: CREATING THE LIGHT PLOT 
 
A light plot is similar in some way to an architectural blueprint, since the 
document informs the electricians of the production where the lighting designer intends 
to place fixtures to achieve the design. The plot provides him with information for more 
than just the number of fixtures, however. It also specifies their purpose, the type of color 
the designer wants to use, and the accessories which may or may not be necessary for the 
design. The Glass Menagerie's master electrician17 was undergraduate Cameron L. 
Strandin. His work became vital role in this production, and a subsequent chapter this 
thesis discusses it.  
After reading the script two or three times, a lighting designer’s responsibility 
rests on his thoughts and concepts, and how other abstract notions toward lighting their 
production can become concrete. Associate Professor Laurel Shoemaker often refers to 
systems18 and specials19 that facilitate the “concretization” of abstract notions as 
“paintbrushes:” they are conduits that serve specific purposes and for the design. These 
“paintbrushes” might resemble sunlight or moonlight piercing through tree branches or 
set the tone through a cold wash20 to impose an intended mood or atmosphere for a scene. 
Please reference Figure C.1. for the list of desired “paintbrushes” for this production.  
  A lighting designer has five major objectives to keep in mind when designing 
their cues: selective visibility, revelation of form, composition, mood, and information. A 
strong designer also understands their fixture’s four major properties of light as well: 
 
17The Master Electrician is a member of the production team who’s responsible for the implementation of 
the Light Plot, the “M.E.” oversees the preparation, hanging, connection, and focusing of stage lighting 
fixtures. 
18A system is a group of lighting within the plot that share a similar purpose for the design. 
19A single light fixture that serves one purpose for design.  
20An even distribution of illumination using a system of lighting fixtures. 
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intensity, color, distribution, and movement. Keeping the five objectives and four 
properties in mind when conceptualizing your design helps lay the foundation for artistic 
and responsible light cues.  
To achieve a dreamlike yet modish style of light for this production, I chose to 
construct my light plot for Menagerie around lighting techniques often applied toward 
lighting dance. The traditional technique for lighting theatre stems from the McCandless 
method;21 when designers wish to incorporate angles of dance lighting into their plots, 
they are also adding low angles of sidelight about 18" off the deck (stage floor), mid-light 
about 4' - 0" off the deck, with a headlight at 6’-0” and a high sidelight often hung at 
trim-height.22These standard angles of light (whether they are standard for theatre or 
dance) will create multiple areas onstage,23 building a sturdy foundation for the rest of 
my plot. Please refer to Appendix C to view the filter, tools, and other accessories 
implemented into my light plot and are discussed throughout the rest of this chapter.    
Once the designer establishes their foundation, it is then time to incorporate the 
other “paintbrushes” mentioned previously in Figure C.1 into the structure of the lighting 
design. The script makes it clear that the light plot also had the responsibility of 
establishing the essence of time of day and the corresponding season throughout the 
production. Menagerie begins in late fall and early winter, then it continues into the 
weeks of early spring. Seasons visually help inform the lighting designer of the 
meteorological conditions in which the play’s characters live, and those conditions 
 
21Considered the “Father of Modern Lighting Design”, Stanley McCandless (1897-1967) wrote A Method 
of Lighting the Stage in 1932. McCandless states that a designer who places two lighting fixtures 45° 
above, away, and to the left and right of an acting area respectively, the combined illumination allows for 
naturalistic plasticity upon a subject onstage.  
 22The typical height at which a lighting fixture is hung for a majority of a light plot 
23A designated area on stage where a fixture will aim its light. 
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inform the lighting designer’s decision about the quality and color of light used within a 
cue. While a summer sunset in St. Louis, Missouri might include soft beams of saturated 
hues of ambers and red, a moonlit evening in the middle of winter will more often 
contain sharp crisp beams of white light.  
  To accomplish this kind of atmospheric suggestion, I decided to double-hang24 
most of my front light systems. The first system from stage implemented an amber Rosco 
Roscolux #17.25 The second system utilized R-364 and R-55 in the same frame, which 
layered one filter on top of another to help emit a dreamy periwinkle-like color. The third 
system, which was the fill light,26 applied R-55. The advantage of this shade of lavender 
is its ability to blend with other colors. When paired with a cooler color, this gel will play 
stronger with the blues within itself. When paired with a warm color, the warmth within 
its makeup will make a more visible appearance on a subject. The fourth system 
employed a pink hue of R-33. The fifth and last system exerted a saturated blue with the 
help of Lee-197. The side light from stage left and right made use of the school's brand-
new stock of Source Four Series 2 LED Lustrs. The Lustr is a non-conventional light-
emitting diode instrument that emits light using red, green, blue, amber, lime, indigo, and 
cyan diodes into the fixture. This allows for a wide range of abilities, creating almost any 
color in the visible spectrum. The first backlight system incorporated a pink-rose hue, R-
33. The second backlight system incorporated a hue of blue with L-075. These seven 
systems, when used in different combinations, pairing, and intensity, allow for a vast 
 
24Two lighting fixtures hung side by side, sharing the same or similar purpose. 
25Rosco Roscolux is commonly referred to “gel” within the industry. It is a lighting accessory placed in 
front of the lighting fixture. Made up of transparent sheets of colored polycarbonate, polyester, or other 
heat-resistant plastics, this accessory is used to help color a source of light and is commonly abbreviated as 
he first letter of the manufacturer followed by the catalogue number, in this case R-17. 
26 The fill light is a system hung parallel from the stage, hitting the subject directly frm the front.  
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amount of opportunities when depicting the time of day within a cue. The next chapter 
will discuss how these systems worked together and the process of finding the right 
aesthetics within these systems.  
Knowing that the production would depict two worlds of reality with alternating 
flashbacks, multiple specialty systems that helped texturize and tone elements of the 
scenic design became supporting elements within the light plot. The first system was the 
steamboat’s air texture and tone. Through the combination of R-76 and a R-77228 
Template,27 with atmospheric effects28 from upstage left and right, these elements help 
create a stylized turquoise beam architecture. That stylized turquoise beam helped create 
the essence of moonlight which pierced onto the ship’s deck through McCown’s 
overhead scenic elements. The second and third systems served to tone the apartment 
walls downstage right. The second system incorporated a saturated pink of R-34 with an 
R-77119 template. Implementing this combination into light cues when characters on 
stage were in the apartment during a flashback. This saturated pink added warmth and 
dimension to the apartment walls. The third system acted as a “sister-system” to the one 
previously mentioned. Fusing a cold R-76, R-80, and R-77258 template, the combination 
allowed for the apartment walls to have rope-like shadows with pulleys cast onto them. 
This mechanical approach to illuminating the apartment elements allowed the audience to 
subconsciously acknowledge the scenic elements that were not in use during scenes that 
took place within the reality of the ship.  
 
 
27 A Template, commonly known in the industry as a “gobo”, is a stencil placed either inside the lighting 
ficture to control the emitted shape of light, producing a pattern or image onto a desired surface. 
28 Atmospheric effects refer to the use of theatrical smoke or fog used within the entertainment industry. 
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Tony Award-winning Lighting Designer Jennifer Tipton says the following 
regarding the power a well design cue:  
“…I love that light can communicate in a nonverbal way…Like poetry, music, 
all of those things, it’s totally suggestive, and it can take us to wonderful places very 
fluidly and quickly.”29 
 
inspired by her words, I knew that I wanted my first cue of the production to be one of 
the more outstanding light cues. To do so, I added a final specialty system of 
RoscoRevos30. This system gave the essence of water reflection when projected onto the 
ship’s deck and A-frame crane. Adding various hues of blue, turquoise, and sea-greens 
created an effect that suggested water.  It was an essential element of the design that 
added an imperative layer of truth to the environment of the ship. This system, along with 
the air texture system mentioned previously, established the initial environment for the 
audience when entering the venue. Though every cue should be beautiful within itself, I 
believe I achieved my goal in creating one of the more noteworthy cues to which the 
reader can refer to in Figure C.17.  
One afternoon as I was working on my light plot, I shared my vision of the moon 
and stars I wanted to incorporate into the end of Act I with Kathleen Turner, house 
electrician. She was intrigued by the idea of moon and stars and was curious as to which 
star drop would the design require: the fiber-optic or incandescent drop? 
The newer drop was a standard theatrical star drop with end-lit fiber optic strands 
sewn into black velour fabric. This drop creates a rather evenly distributed field of point 
sources by taking one end of a fiber-optic wire and poking it through a velour curtain. 
 
29 Carrera, Claudia. “The Queen of Theater Lighting, Jennifer Tipton, Gets a Spotlight for Herself in Two 
New York Performances.” Politico PRO, 3 Nov. 2011, www.politico.com/states/new-
york/albany/story/2011/11/the-queen-of-theater-lighting-jennifer-tipton-gets-a-spotlight-for-herself-in-two-
new-york-performances-067223. 
30 The RoscoRevo is an accessory for a lighting fixture that rotates a template within the fixture.  
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The other end of the wire joins up with many others to create a thick cable, the end of 
which is placed in an emitter which causes light to pass through each of the wires and 
shine through their other ends upstage of the Cyclorama (commonly referred to as a 
“Cyc”). 
Though the incandescent star drop was older, the warm illumination and sources 
of light it provided depicted stars more cohesively within the dreamlike flashback 
aesthetic. After deciding, and consulting Mitchel Critel (prof. of practice for technical 
direction), on which star drop was safest to hang on the same line set as our cyclorama, 
Turner proceeded to hang the incandescent star drop. However, before completely 
committing to the incandescent drop, Shoemaker advised performing a proof of concept 
before implementing the drop into the design. 
The proof of concept took place on Friday, October 11th, 2019, with the help of 
Kathy, Cameron, and lighting graduate students Bryce Basset and Joshua Mullady. We 
retrieved the star drop of choice from storage and hung the drop on the downstage side of 
the drop. Knowing the cue would also include the Altman Spectra-Cyc lighting fixtures 
to illuminate and color the Cyc, Strandin brought up one of the fixtures so that the proof 
of concept gave a genuine representation of how these two elements would play 
together.  
Figure C.18 and Figure C.19 are photos from the afternoon we conducted the 
proof of concept and the results. I was generally happy with the result. The fixture 
illuminated the downstage side of the Cyc, but it did not overpower the “punch” of the 
incandescent star drop. When the star drops suspended freely, the spiraled memory31 
 
31“Memory” is the term applied to the shape of the copper within a wire which will reamain after it has 
been unraveled.  
 27 
within the wire’s copper remained throughout most of the strands. The memory gave an 
unbalanced and uneven composition to the layout of the stars. The uneven composition 
required some attention to detail if we were to have it meet expectations. Hard work 
aside, the proof of concept was a success, and I implemented the incandescent star drop 
into the overall design.  
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SEVEN: THE SKY AS AN EMOTIONAL CONVENTION  
As I continued conceptual research for each of the scenes, I reread the script, this 
time looking for direct or indirect text to help influence and inform the look of a cue. 
These references inspired my approach depicting a scene’s time of day which provide an 
overall emotion and mood. This process turned into a renewed opportunity to continue 
inquiries into the complicated relationship between Tom and Amanda.  
The timeline for The Glass Menagerie begins with Act I, Scene 1, taking place in 
the Wingfield apartment around 5:00 PM on a mid-winter evening. Scene 2 follows about 
an hour or two later. Scene 3 took place at a later date at 7:00 PM (specifics were 
undisclosed to the audience); scenes 4 and 5 returned to the Wingfield apartment between 
2:00 AM and 3:00 AM, while the last scene of Act I included a small time jump that took 
place between the apartment living room and fire escape during an early-spring evening.  
 Act II begins with Tom Wingfield recalling the event of the gentleman caller’s 
visit in a monologue. The scene then shifts to an evening within the Wingfield apartment; 
a spring thunderstorm echoes in the distance. After a few moments, Amanda, Tom, 
Laura, and Jim sit down for dinner. The lights fade to a blue out32 and establish Act II, 
Scene 8, in which those around the table have finished their dinner. After a few short 
moments, the power cuts off and Amanda and Tom excuse themselves to clean up in the 
kitchen while Jim and Laura reconnect their acquaintanceship for the duration of the act.  
Figure D.1 was the first plate I presented for Act I scene 1. Taking cues from 
Tom’s first monologue, I imagined the poetic license he infers to allows him to omit 
some details and exaggerate others, since memory is his guiding principle. This 
 
32A “blue out” is a theatrical phrase in theatre lighting that signifies a passage of time, serving as a visual 
comma in the narrative organization of the play’s events.  
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monologue set me looking for a vibrant skyline. The idea of sunsets and the light of dusk 
piqued my interest, perhaps because the light of sunset fascinates me. It is the kind of 
light one might see out at sea before a thunderstorm roll through. This kind of light 
provided me with an idea of foreshadowing the overall atmosphere of the play.  
Figure D.2 was a plate that included similar images which focused on the quality 
of light that might come through the windows for Act I scene 2. This scene begins with 
Laura alone in the apartment, listening to her records while polishing her menagerie of 
glass figurines. My idea was to provide more reds and pinks found in an amber sunset. It 
was my intention to have the sunset provide a calm sense of repose, as in the phrase “Day 
is dying in the west” from a meditative lyric by the American poet Mary Artemesia 
Lathbury (1841-1913)33. Such a meditation allowed for a calm before the storm. The 
storm breaks out when a moment or two later, Amanda enters the scene, visually upset by 
the outcome of her afternoon while running errands. An argument between the Amanda 
and Laura erupts, but a shift in mood takes place as Laura’s humiliation takes hold, which 
is when the first crossfade into a sunset made of cooler tones chills the atmosphere 
between mother and daughter within the apartment's living room.  
Figure D.3 provided inspiration for the third scene of the first act, stemming from 
the evening colors depicted in the previous scene. Tom ties the end of the previous scene 
to the beginning of the third scene with a monologue he shares with the audience. While 
doing so, a small, unspecified time jump takes place during his monologue. The scene 
begins with Amanda on the phone in a dark living room, while Tom works on his writing 
at the kitchen table. After Amanda's telephone conversation abruptly ends, she turns on 
 
33 Day Is Dying in the West Mary LathburyLathbury-Mary Ann- Lathbury  -
https://hymnary.org/text/day_is_dying_in_the_west_heaven_is 
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the wall sconces to help Tom see his work better. Because Tom is an anxious young man, 
an argument arises between him and his mother. After sharp comments are thrown 
between the two, the argument ends with Tom leaving for the night to attend a movie. 
After Tom's abrupt exit at the end of the scene, the purple skyline was to crossfade into a 
cold midnight atmosphere. Incorporating only the ground row34 fixtures illuminating the 
cyclorama, this crossfade was to create an ombre (shaded or graduate in tone) effect as 
the midnight sky sank into darkness. 
Figure D.4 included photos from the previous midnight-like color palette, this 
time with less saturation to account for the passage of time and to act as a neutralizer for 
the following scene. Act I scene four begins after Tom’s night out. He stumbles back into 
the apartment around 2:00 AM or 3:00 AM and has an encounter with his sister, who is 
waiting for him. In the subsequent fifth scene, Tom wakes up on the living room couch 
and shares a hungover encounter with his mother. Eventually, Amanda and Tom are 
alone in the apartment where they reconcile. Around the moment of the reconciliation, a 
light cue was to make a transition into a pink sunrise, signifying the somewhat-mended 
relationship between the two.  
Figure D.5 were the images that would help motivate the skyline for the last 
scene of the first Act. In this scene, Tom and Amanda share a moment on the fire escape 
about finding a gentleman caller for Laura. The news of a potential gentleman caller sets 
up an opportunity to create a beautiful stage picture.  
 
 
34 When lighting a Cyclorama, a designer might incorporate two systems to illuminate and color the drop. 
To create the ombre effect, the ground row will sit underneath the system of instruments hung above from 
the line set.   
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AMANDA:  Laura! Laura! … Let those dishes go and come in front! (Laura appears with a dish 
towel. Gaily.) Laura, come here and make a wish on the moon!  
LAURA: (Entering from kitchen R. and comes down to fire-escape landing.) Moon-moon? 
AMANDA: A little silver slipper of a moon. Look over your left shoulder, Laura, and make a 
wish! (Laura looks faintly puzzled as if called out of sleep. Amanda seizes her 
shoulders and turns her at an angle on the fire-escape landing.) Now! Now, darling, 
wish! 
LAURA:  What shall I wish for, Mother?  
AMANDA: (Her voice trembling and her eyes suddenly filling with tears.) Happiness! And just a 
little bit of good fortune! (The stage dims out.)  
CURTAIN 
END OF ACT I35 
 
 The picture would include a warm, hopeful spring sunset with a “silver slipper of 
a moon” that Amanda references, accompanied by subtle twinkling stars on the horizon.36  
Figure D.6 included images for the top of the second Act. Before Tom and Jim 
have dinner with Amanda and Laura, the two men share a smoke outside where Tom 
explains that he did not pay the electric bill so that he could join the merchant marines. 
Williams incorporates a brewing storm into the atmosphere of the scene. The images in 
this plate of research included a mixture of dark, ominous clouds looming over warm, 
pink clouds. This inspiration helped foreshadow the fight that would ensue once 
Wingfield’s actions turn off the power.  
Figure D.7 was a collage of photos along with pieces of art that depicted subjects 
illuminated by the moon. These cues would enhance the romantic qualities of the 
atmosphere surrounding Laura and Tom. Being that Jim and Laura spend much of the 
scene alone, the goal for this design was to have the audience anticipate the romance 
shared between the two via candlelight. As romantic moments between Laura and Jim 
took place, the cues would incorporate a pink highlight on the characters. When the 
 
35 Williams 39 
36 Appendix D, Figure D.8 is a photo documenting the final result.  
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romance shatters after Jim's rejection, a dark blue hue will replace the previous pink 
highlight. The following chapter will discuss how and when I used the practicals and the 
meaning they held within the cues. The next portion of the dissertation will also examine 
the rehearsal and cueing process of the show. 
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EIGHT: THE REHEARSAL AND CUEING PROCESS  
 
 The rehearsal process for The Glass Menagerie began on Wednesday, October 
16th, 2019. Designers for the production presented to the company their ideas and the 
cast read the script aloud. Park shared his concept, while the designers shared their 
respective media renderings and materials to the company. Along with the presented 
concept and conceptual research discussed in the previous chapters, I presented my new 
approach for giving the cyclorama life based on Tom and Amanda's relationship, tracing 
the development of their character relationship.  
   The company shared an enthusiastic response toward the presentation along with 
those attending the first rehearsal. These ideas became the driving forces of the lighting 
design, which eventually came to a successful realization. Attending the first read-
through of the script was beneficial; hearing the emotional content during the beginning 
stages of the cast’s connections to their characters and within each scene allowed me an 
enhanced understanding of where these shifts in emotion would occur. As the rehearsals 
progressed, I made notations that delineated these moments to help remind myself of 
these shifts in mood within the scenes. These notes helped immensely in the following 
weeks. 
A rehearsal process for The Nebraska Repertory Theatre is roughly six weeks 
before going into technical rehearsals. The Glass Menagerie had four weeks before 
entering the technical processes. This rehearsal process created a time constraint on the 
company and raised tensions as well. The production meeting immediately following our 
first read-through brought forth the question of when designer rehearsals would take 
place, and when NRT would record the rehearsals. Park expressed concern about 
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recording rehearsals as he was nervous that he would not have enough time to finish the 
blocking. Not having all the blocking set in stone was not something I saw as a problem-- 
however, there was a misunderstanding and it became a point of tension when notating 
the recorded rehearsals on our production calendar. As a designer I was merely looking 
for broad stroke ideas and general locations of where scenes would take place, the 
recording was to be a reference tool that would help efficiently to use the allotted cueing 
time in the upcoming weeks.  
 After several discussions, those involved made a compromise. A designer run for 
Act I would take place on the Sunday before our technical rehearsals began, while Act II 
was to follow on the next Tuesday. It was unfortunate that the production's calendar did 
not allow me as a designer to attend rehearsals attend run-thrus without giving up time 
which had been dedicated to lighting in the theatre. A complete run of the show was to 
take place on the Wednesday before our tech process. This rehearsal also happened to 
overlap with the time I was assigned for cueing the show in Howell Theatre. Since the 
venue would be dark during this rehearsal, I relinquished the time allotted for cueing and 
gave the time to the technical director and his crew.  
  Once recordings of the rehearsals became available from stage manager, I placed 
my notes and conceptual cues into the script while reviewing the videos. Figure E.1 is a 
scan of my script displaying a portion of my notes and cues within it. Similar to how a 
stage manager may lay out their script, Williams's text was placed on the left page. When 
the situation allows, I will often remove a script from the publisher's binding and 
individually Xerox each page. This reconstruction allows me to resize the text of the 
script so that it will comfortably fit on an 8.5” x 11” piece of paper without altering the 
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page numbers. The wide margin on the left of the text allowed room for quick blocking 
notes while consuming the blocking for the first time. Being right-handed, the placement 
of the text on the left-hand side allows for quick, legible notes, ideas, or questions on the 
right page. I will then have the script spiral bound with a frosted cover that provides a 
level of professionalism, allows for easy transportation, and protection for the pages 
within.  
  When placing cues within my script, I use 1-⅜” x 1-⅞” Post-it notes to help keep 
track of my thoughts. The size allows for shorthand notes or explanations of the cues, 
which becomes helpful when transferring my cues into a digital cue sheet for the stage 
manager. The color of the notes helps categorize my thoughts; yellow notes are strictly 
for cues, red notes are placed on top of existing yellow notes when a cue is either altered 
or deleted (Figure E.2), and the off-white notes are dedicated for presets or specials that 
will be needed for the production. At the top of each scene, I place a different type of 
Post-it notes with guidelines printed on them to act as a “landing page” for the scene 
(Figure E.3). This approach provides information such as location, time of day, direct or 
implied information including the respective page number along with other questions or 
ideas such as specials needed or how I intended to use the systems within my plot.   
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NINE: THE TECHNICAL PROCESS 
 
The Glass Menagerie’s technical process began with two all-day rehearsals the 
weekend of Saturday, November 2nd, 2019. The Nebraska Repertory Theatre begins its 
process with two 10 out of 12s rehearsals. The “10/12s” is 12 hours long, with a two-hour 
break set after the fifth hour of rehearsal to allow for a relaxed lunch/early dinner. The 
company was then to reconvene after this break to complete the rest of the technical 
process. As mentioned in the previous chapter, all design/tech aspects were in a “crunch” 
for this production.  
The rehearsal process typically runs for six weeks or so, although this production 
only ran for four. This short turnaround created a rocky start for the rest of the production 
team. The “10/12s” were the most stressful portion of this process. Off-campus 
obligations required my mentor, Laurel Shoemaker, caused her to be out of town during 
the week of our technical rehearsals. In her absence, staff member Kathleen Turner 
provided mentorship and guidance while answering questions throughout the process.  
The ten out of 10/12’s got off to a rocky start for multiple reasons. In particular, 
the overlapping of designer run throughs on top of designated cuing time within the 
venue prevented me from creating a comfortable foundation of base cues to work from 
during the 10/12  process. Along with this, stage manager Brad Buffum had to excuse 
himself to attend a wake for a portion of Saturday’s technical rehearsal; in his absence I 
worked with sophomore Shannon Sullivan as his substitute stage manager. While this 
allowed the production to continue onward, the decisions that were made by the director 
and creative team during his absence took a considerable amount of time when bringing 
him up to speed. After returning to the rehearsal, he did not wish to spend the necessary 
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time in catching himself up, insisting  we continue with the rehearsal as to avoid devoting 
anymore time toward the predicament, this caused a domino effect of requiring more time 
be spent toward communication due to frequent misunderstandings between the stage 
manager, director, and designers.  
Although no calendar can predict unforeseen circumstances, I believe if our 
production had devoted time for a dry tech, the creative team would have had a stronger 
foundation going into the 10/12s. This stronger foundation would reduce the 
misunderstandings that came from Brad Buffum’s absence. Ideally, a dry tech is a 
rehearsal process that only consists of the director, stage manager, and production 
designers. It is during this process that time can be spent on fine-tuning elements within a 
cue and how one scene flows into another. Once those decisions are made, the other 
technicians and run crew members then have time to practice their duties for the 
production as well. Focusing on only these technical elements, this allows those running 
the show to foster a better understanding of the production before incorporating actors 
onto the stage and adding them into the rehearsal process. Had we allowed for a rehearsal 
such as this into our schedule, I believe some of the difficulties that we encountered could 
have been avoided.  
In the days before these 10/12s, I began writing, updating, and configuring 
conceptual light cues into my script. Once I began cuing in the venue, I realized that I had 
abstractly placed too many cues within my script for the design. While watching the 
recorded rehearsals from the week prior, I intended to have the front area light follow the 
action on stage as to not wash out the revelation of form on the surrounding elements of 
the set. This meant that Brad Buffum had at least one to three light cues per page due to 
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the blocking. Though the recording of a rehearsal is extremely informative and a helpful 
tool, as it is effortless for a designer to place cues for their design based off of the 
recording alone, I found out during the actual technical rehearsal that several things had 
changed since the last time I observed a rehearsal. Complicating the process was the 
tendency of actors to make new “character choices” based on changes in costumes, 
makeup, and sound. Those changes among the actors altered the flow of the sequence of 
lighting cues. 
It was throughout the 10/12’s that I had unknowingly set unrealistic expectations 
for the production and myself. The excessive number of lighting cues within the script 
stemmed from the strong desire to create a sense of isolation on the stage. Though I was 
successful in sculpting and toning the scenic elements as the mid-ground and foreground 
of the composition, I was struggling to keep a balance between revelation of form for the 
set and the visibility of the actors. As I struggled to find this balance, Park began 
expressing concern with my design. It was my understanding that I had created 
atmospheres and environments from the inspiration in Gregory Crewdson’s photography. 
Andrew, however, was interpreting the aesthetic of the cues as too similar to the neon-
noir aesthetic originally presented at the beginning of the conceptual process.  
           It is always important to step away from the light board so that the designer can 
observe their design from an audience’s perspective. As the technical process continued, I 
stepped away from the board on the Tuesday and Wednesday of our rehearsal process, 
allowing me to observe my design from various locations within the venue. After 
stepping away from the board, I took notes on my observations throughout these 
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rehearsals, notating which scenes had the right amount of visibility and which ones 
needed work while jotting down other “at that moment” thoughts that came to mind.  
            After this notetaking process, I reproached a substantial amount of cues that I 
believed would help improve the design. However, being this far along in the technical 
process, there were numerous elements to account for such as costumes, props, and 
scenic elements that, when placed in storage or in their top of show preset, were 
overlooked. My struggle to find a balance within my cues in turn seemed to compete with 
the Rep’s struggle  to provide the time necessary to fix elements of the show. Without a 
light walker to stand in as a substitute, along with scenic elements lacking proper 
placement while working on notes, I was forced to “guesstimate” what my improvements 
were doing for the design.   
           Thursday’s preview, which happened to be the final rehearsal before opening 
night, was an extremely rough performance. Although a large amount of time was 
devoted to adjusting cues, as stated previously they were at best “guesstimates”. I was 
unable to see their true affects until it was before an audience. Throughout this 
performance I became very dissatisfied with the progress I believed myself to have made, 
finding only a small number of cues satisfactory. Though these updated cues created a 
stronger sense of visibility upon the actors, this washed out my sculpting of the set along 
with the colors used within the composition making everything flat. This ended my 
evening with much doubt toward recovering the integrity of my design before opening 
night. 
           On the morning of opening night, Turner volunteered and devoted her time to help 
me salvage the more successful cues by blending their stronger qualities into other cues 
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that needed help. After spending almost 12 hours in the theatre together, she helped me 
observe my design choices and asked me to explain the intent behind the cues so that we 
could unite my artistic vision with the vision the director had for the production. 
Throughout the twelve hours, Turner and I combed through every cue making sure that 
all intensities, color, etc., were consistent throughout the production.  We also spent time 
creating consistent intensities throughout my various systems of front light. This process 
ended up acting as a pseudo-dry tech between Turner and myself which essentially saved 
the lighting design for this show.   
           After completing the pseudo-dry tech, I sat down with Park and Buffum to review 
each cue making sure that the design met both my artistic needs and satisfied the vision 
Park had for our production. With this, a considerable amount of time was also spent 
making sure the cue numbers within the lightboard correlated with the numbers Buffum 
had within his script. After a few last-minute tweaks, the adjustments were made, and a 
completed design was ready for the run of the production.   
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TEN: THE PRODUCTION  
 
The Nebraska Repertory Theatre's production of The Glass Menagerie opened on 
Friday, November 8th, 2019. The production received mixed reviews from the critics 
who came to review it; the Daily Nebraskan's David Berman questioned certain aspects 
of the production’s technical design elements:  
 
“When first arriving in the theater, it's striking how intricate the ship set is. As 
Tom is giving his opening monologue, smoke shoots from a smokestack, and multiple parts 
of the ship spin and move around. It is quite impressive for a production of its relatively 
small size. But these visually interesting technical pieces are never used again until the 
ending scene, and it is a bit distracting during the rest of the show as the action unfolds 
with an out-of-place ship looming in the background. Additionally, the ship is not a typical 
element in “The Glass Menagerie,” as it seems it was added entirely by choice of the 
Nebraska Rep team. It's perplexing that this elaborate set is truly only utilized at the very 
beginning and end of the show.”37 
 
Christine Swerczek of BroadwayWorld.Com Omaha praised the technical design 
elements of our production as follows:  
“The play takes place in one of the most intriguing sets I've seen. Scenic Designer 
Grayson McCown alludes to the Merchant Marines with an impressive configuration of 
machinery, barrels being lifted and lowered, a whistle that blows and emits a cloud of 
steam, and a set of escape ladders that cleverly transition the action to the apartment where 
the Wingfields live. On the opposite side of the stage is a very simple domestic arrangement 
of apartment furniture. The house consists of jagged lines and cutouts, suggesting that all 
is not as it should be.”38 
 
 
Though critics shared conflicting opinions and reviews for the production, 
comments from the audience were almost always positive, complimenting the 
students’ work and the approach the rep took for its adaptation of the play.  
 
37Review: 'the Glass Menagerie' Provides Personal Perspective, Solid Production 
David Berman - http://www.dailynebraskan.com/culture/review-the-glass-menagerie-provides-personal-
perspective-solid-production/article_23ec4202-0128-11ea-814d-b746e7bc215b.html 
38Bww Review: The Glass Menagerie At Nebraska Repertory Theatre Is Classic and Memorable 
Christine Swerczek - https://www.broadwayworld.com/omaha/article/BWW-Review-THE-GLASS-
MENAGERIE-at-Nebraska-Repertory-Theatre-is-Classic-and-Memorable-20191112 
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Watching the production from the Duke’s Seat39 on opening night, the 
audience made direct and indirect comments about elements of the production. 
Small, whispered compliments expressed wonderment when the smoke and 
mechanics of the ship made an appearance during the opening monologue. 
Members of the audience shared small “oos” during moments of transition when 
the lights came up for the next scene. The final sunset cue of the first act also 
received positive acknowledgement from the audience as the crescent moon and 
twinkling stars slowly made their appearance. 
Though Laurel was unavailable to view the show throughout technical 
rehearsals, I was able to watch the production’s last matinee performance with 
her. Some students might feel uncomfortable or awkward watching their own 
work alongside their mentor, but this was one of the more favorable moments of 
the process. During the first act, we watched the performance from the first floor 
of the Howell Theatre. This vantage point brought our viewing experience as 
close to where the light board was set during the tech process, allowing her to 
receive a similar experience to what I had when creating the cues. Some of the 
favorable moments mentioned above also received praise from Laurel while she 
questioned other moments and shared suggestions for others. We moved to the 
balcony for the second act, following the same routine as before, commenting on 
the intensity, focus, and purpose of some cues. Overall, Laurel voiced many 
 
39As a growing interest for scenic elements designed in perspective, the “dukes chair” is a seat toward the 
center back of an auditorium where a spectator could accurately see these perspective elements. The higher 
one’s status, the closer one was seated to the design’s best vantage point.  
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praises toward the design, so I interpreted her reaction as a successful design on 
my part. 
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REFLECTION 
 
As I reflect on The Nebraska Repertory Theatre’s production of The Glass 
Menagerie, I wish that I had started the process by building a more personable 
relationship with Andrew Park. I should have recognized this element following the first 
conceptual design presentation. In hindsight, it is easy to see there was a 
misunderstanding in communication that continued to build as the process went on. If I 
had spoken with Park a few more times than I did, we would have had more time to 
discuss and dig into our inspirations and perhaps found more commonalities between our 
thoughts to the production than what this process allowed. 
I also acknowledge the benefits of more in-depth paperwork and how this 
substantial “weak link” in my supporting documents soon created a domino effect down 
the line. I maintain that I prepared paperwork for this production. I thought my efforts 
would be beneficial and essential. This did not help me throughout the rehearsal process 
or improve my relationship with Park. If I could redo this process with what I know now, 
I would spend more time on the light board’s offline editor, doing more mundane 
organization and “number crunching” before entering the venue on the first evening of 
cueing. As a student designer, I recognize that I tend to distance myself from topics or 
opportunities if I do not fully understand them. However, once I force myself to sit down 
with one of these programs or topics and allow myself to digest this new information, I 
find myself embarrassed that I “just didn’t do it sooner.”  
Stronger organizational skills throughout the cueing and technical process would 
have benefited the process and would have relieved stress. I continually walk the line 
between living in a strictly tactile or all-digital world. This production brought to light the 
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benefits of utilizing an all-digital system for notetaking. And as I am taking notes, I need 
to allow more time to step away from the light board and a screen displaying a cue stack 
to allow for undistracted notetaking. What our eyes consume behind the light board 
versus the notes we take as an uninformed audience member supply two different 
outcomes of notes. Doing so earlier in the process might have allowed Park and I to 
discuss the light cues earlier in the process, which would have then allowed for more 
relaxed or more informed adjustments toward the cues. 
The result was a series of cues the director disliked, and they stemmed from the 
lack of foundation I created. Having to adjust many of my cues throughout the tech 
process kept me behind the light board longer than desired. The finals days leading up to 
our opening night always felt as if I was one step behind. If I had conducted my practices 
more diligently and professionally, there would have been more time to take photos 
myself. I believe one of my biggest mistakes throughout this production is that I did not 
allow myself time to take my own photos of the production. 
It was not until after the completion of the strike that the word apparition came to 
mind for my concept. So, if ever given a chance to remount our show or approach 
Menagerie with a similar concept, I would express to the director how I see Amanda, 
Laura, and Jim as apparitions on the boat. This is what my subconscious perception of the 
play was trying to tell me when altering cues per Park’s notes throughout the tech 
process. I was struggling to add front light in my cues since that washed out my subjects 
and made my compositions flat. 
Therefore, I wish I would have incorporated follow spots into my design for The 
Glass Menagerie. Follow spots would have allowed for tight isolation while providing 
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constant front light on the faces of those performing on stage. The follow spots would 
automatically pull the actors into the foreground while I sculpted and toned the 
midground elements of my composition via the scenic elements while creating a 
background with the Cyc and star drop for my cues. This constant form of isolation 
would have allowed for fewer cues throughout the script, which might likewise have 
cleaned up the misunderstandings Brad and I had throughout the rehearsal process.  
The photos that captured this production were of our weakest rehearsal. Perhaps a 
more robust stance toward where, how, and which rehearsal the photographer would take 
the photos would have allowed for more favorable photographs. With better preparation 
toward production paperwork, I would have been better prepared to take my own photos 
in a -.raw file format, which I then could have processed through a photo editor of my 
choosing to depict my lighting cues more accurately. However, I do not leave a laundry 
list of regrets behind with this production; I made profound discoveries throughout this 
process, bringing to light my strong suits as a designer. 
I advance from this production with a confident understanding that my strong suit 
as a lighting designer is toward opera and dance. Since I desperately crave revelation of 
form in every cue, Kathy informed me that both my eye and my heart naturally will tone 
and texturize the set for me. “Your strength as a lighting designer is your natural ability 
to evoke emotion into a scene by the way you sculpt your scenic design.” That 
conversation allowed me to view myself through a different lens. 
Luckily, the assignment that followed The Glass Menagerie was an opera across 
the street at the Glenn Korff School of Music. Throughout the school of music’s 
production of The Highest Yellow, Healing Vincent Van Gogh, I was able to implement 
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the new tactics I had learned along with other discoveries that I made along the way. 
Menagerie encouraged me to devote more time to the light board’s offline editing 
software along with becoming familiar with the Vectorworks Spotlight program, Vision, 
a pre-visualizer that becomes particularly beneficial during the pre-conceptualization 
stages of a production.   
I recognize both the regrets and accomplishments that I made throughout the 
process. I regret that I did not build a more reliable connection with the director, devote 
more time toward the conceptual paperwork, or practice more effective organizational 
skills throughout this process. However, I am grateful for what I take away from this 
production: a more stable understanding of who I am as a designer, what I must include 
and incorporate into a light plot to help myself build successful, artistic cues, and a better 
understanding of what preparations truly benefit a designer before walking into a venue 
to cue. The Glass Menagerie was a whirlwind of events and choices that truly helped me 
understand myself as a lighting designer, and for that, I am grateful.  
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Figure A.1  
Zendaya as Rue Bennett in Home Box Office’s drama television series Euphoria. 40 
 
 
Figure A.2 (From left to right)  
Jonah Hill as Owen Milgrim and Emma Stone as Annie Landsberg in Netflix’s Maniac.41 
  
 
40 “Euphoria - Rue Bennett.” HBO, www.hbo.com/euphoria/cast-and-crew/rue-bennett. 
41 Somerville, Patrick. “Maniac.” Netflix Official Site, 21 Sept. 2018, www.netflix.com/title/80124522. 
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Figure A.3  
Borris Karloff as ‘Frankenstein’s Monster’ in the 1931 Universial Pictures classic, 
Frankenstein.42   
  
 
42 Finn, Ed. “'Frankenstein' Has Become a True Monster.” The Wall Street Journal, Dow Jones & 
Company, 29 Dec. 2017, www.wsj.com/articles/frankenstein-has-become-a-true-monster-1514563511. 
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Figure A.4  
John Barrymore as the title character in Waner Brother’s 1931 supernatural horror 
Svenglai.43  
 
43 Vaughan, James. “1931 ... Svengali Is Not Pleased!” Flickr, Yahoo!, 22 Jan. 2014, 
www.flickr.com/photos/x-ray_delta_one/12080292175. 
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Figure A.5  
Conceptual inspiration for the steamship’s atmosphere.44 
  
 
44 Laing, Christina. “The End of Industry (Explore #324).” Flickr, Yahoo!, 28 June 2012, 
www.flickr.com/photos/christinalaing/7463406588/. 
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Figure A.6  
Conceptual inspiration for the steamship’s atmosphere. 45 
  
 
45 “Moby Dick” Lookingglass Theatre Company, lookingglasstheatre.org/event/moby-dick/. 
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Figure A.7  
Conceptual inspiration for Tom Wingfield’s color palette, highlight, and shadow.46 
 
46 “Portrait.” Dimitris Theocharis, 
www.dimitristheocharis.co.uk/portrait/g9bfgyw4c4codcd637z2kr66viomjy. 
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Figure A.8  
Conceptual inspiration for Amanda Wingfield’s color palette, highlight, and shadow.47 
 
47 ““Paint with Light - Manthos Tsakiridis on Fstoppers.” Fstoppers, 11 Mar. 2017, 
fstoppers.com/photo/168980. 
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Figure A.9  
Conceptual inspiration for Laura Wingfield’s color palette, highlight, and shadow.48 
 
48 Calata, Joe. “'Indigo Mood': Editorial Por François Rousseau & André Atangana Para DA MAN Mayo 
2016.” Male Fashion Trends, www.malefashiontrends.com/2016/05/editorial-Francois-Rousseau-Andre-
Atangana-DAMAN-Magazine-2016.html#undefined. 
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Figure A.10 
Conceptual inspiration for The Gentleman Caller’s color palette, highlight, and shadow.49 
 
49 “Nick Collura.” AtEdge, www.at-edge.com/photography-portfolio.aspx/NickCollura. 
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Figure A.11 
A digital rendering of Greyson McCown’s scenic design for The Glass Menagerie.  
Preshow layout.  
 
Figure A.12 
A digital rendering of Greyson McCown’s scenic design for The Glass Menagerie.  
Act I Scene I layout (1 of 3).  
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Figure A.13 
A digital rendering of Greyson McCown’s scenic design for The Glass Menagerie.  
Act I Scene I layout (2 of 3).  
 
 
Figure A.14 
A digital rendering of Greyson McCown’s scenic design for The Glass Menagerie.  
Act I Scene I layout (3 of 3).   
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Figure A.15 
Conceptual inspiration for the color palette, highlight, and shadow of the memory 
atmosphere.50 
 
50 Kim Stauffer as Stella Kowalski in A Steetcar Named Desire at Barrington Stage. Kevin Sprague photo. 
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Figure A.16 
Conceptual inspiration for the color palette, highlight, and shadow of the memory 
atmosphere. 51  
  
 
51 https://www.youtube.com/watch?v=LNF0dqyK7Ag 
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Figure A.17 
Conceptual inspiration for the color palette, highlight, and shadow of the monologue 
atmosphere. 52   
 
52 pinterest.com/pin/409546159862034495/ 
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Figure A.18 
Conceptual inspiration for the color palette, highlight, and shadow of the memory 
atmosphere. 53   
 
53 https://www.pinterest.com/pin/317996423681639250/ 
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Figure A.19 
Conceptual inspiration of how practicals could live within the environment of the NRT 
production. 54   
 
54 https://www.pinterest.com/pin/290763719691235759/ 
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Figure A.20 
Conceptual inspiration of how practicals could live within the environment of the NRT 
production.55 
 
 
55 https://www.pinterest.com/pin/290763719691235800/ 
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Figure B.1  
New conceptual inspiration for Tom’s monologue on the steamship. 56 
 
 
 
 
 
 
 
 
 
56 “Beneath the Roses”, Gregory Crewdson photo 2005. 
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Figure B.2  
New conceptual inspiration for Tom’s recollection of a memory in the steamship.57  
 
57 Beneath the Roses”, Gregory Crewdson photo 2005. 
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Figure B.3  
New conceptual inspiration for the figure of Amanda on the steamship.58  
 
58 Beneath the Roses”, Gregory Crewdson photo 2005. 
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Figure B.4  
New conceptual inspiration for the figure of Amanda on the steamship. 59   
 
59 “Twilight: Photographs by Gregory Crewdson” Gregory Crewdson photo 2002. 
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Figure B.5 
New conceptual inspiration for the figure of Laura on the steamship.60  
 
60 “Twilight: Photographs by Gregory Crewdson” Gregory Crewdson photo 2002.  
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Figure B.6  
New conceptual inspiration for the figure of Laura on the steamship.61   
 
61 “Twilight: Photographs by Gregory Crewdson” Gregory Crewdson photo 2002. 
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Figure C.1  
Designer Wish List and light plots needs. 
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 FIGURE C.2: R-17     FIGURE C.3: R-364 
FIGURE C.4: R-55     FIGURE C.5: L-197 
 FIGURE C.6: R-33     FIGURE C.7: L-075  
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FIGURE C.8: R-55     FIGURE C.9: L-197 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 FIGURE C.10: R-55     FIGURE C.11: L-19 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
FIGURE C.12: R-55     FIGURE C.13: L-19 
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FIGURE C.14: ROSCO REVO  
 
 
 
 
FIGURE C.15: R-55     FIGURE C.16 
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Figure C.17 
Preshow Cue #1 
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Figure C.18  
Star drop proof of concept conducted on October 11th, 2019.   
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Figure C.19  
Star drop proof of concept result, conducted on October 11th, 2019.   
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Figure D.1 
Conceptual research for Act I Scene I 
Figure D.2 
Conceptual Research for Act I Scene II.  
 94 
Figure D.3  
Conceptual research for Act I Scene 3 
Figure D.4  
Conceptual research for Act I scenes 4 & 5.  
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Figure D.5 
Conceptual research for Act I scene 6.  
Figure D.6  
Conceptual research for Act II scene 7.  
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Figure D.7 
Conceptual research for Act II Scene 8.  
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Figure D.8 FIGURE D.8:  
Photo of the intermission light cue, implementing the incandescent star drop into the 
lighting design.  
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Figure E.1 
The Glass Menagerie Light Plot (plate 1 of 2)  
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The Glass Menagerie Light Plot (plate 2 of 2)  
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Figure E.2  
The Glas Menageie Lighting Section  
Instrument Schedule
THE GLASS MENAGERIE 10.27.19.lw6
4/22/20
T H E  G L A S S  M E N A G E R I E
L I G H T I N G   D E S I G N E R M A S T E R   E L E C T R I C I AN
ADAM R. JEZL-SIKORSKI CAMERON L. STRANDIN
# # # . # # # . # # # # # # # . # # # . # # # #
TABLE OF CONTENTS
BLACONY LADDER SL ....................................... 1 LINE SET #25 ...................................................... 9
BALCONY LADDER SR ....................................... 2 DECK, CANDELABRA ......................................... 9
BALCONY ............................................................ 2 ELEVATOR ........................................................... 9
COVE ................................................................... 3 BOOM SL ............................................................. 9
BOX BOOM SL .................................................... 3 BOOM SR ............................................................ 10
BOX BOOM SR .................................................... 3 DECK ................................................................... 10
SPLAY #1 SL ........................................................ 4 DECK, SHIP PRACTICAL ..................................... 10
SPLAY #1 SR ........................................................ 4 DECK, SHIP BIRDIES ........................................... 11
APRON ................................................................ 5 DECK, SHIP EXIT STAIRS .................................... 11
PROC. BOOM SR ................................................. 5 DECK, GROUND ROW ........................................ 11
PLATFORM TO GRID DSR ................................... 5 DECK, EXPOSED LAMPS .................................... 11
LINE SET 3 .......................................................... 6 DECK, PRACTICAL .............................................. 11
LX-1 ..................................................................... 6 DECK, SHIP LADDER .......................................... 12
LINE SET 7 ........................................................... 6 DECK, APRON ..................................................... 12
LINE  SET 12 ........................................................ 7 BOOM USC ......................................................... 12
LINE SET # 16 ...................................................... 7 REAR AUD PIPE ................................................... 12
LX-2 ..................................................................... 8 HOUSE ................................................................ 12
LINE SET 19 ......................................................... 8 GRID .................................................................... 13
LINESET 22 ......................................................... 8 STAGE ................................................................. 13
PROC. BOOM SL ................................................. 13
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Figure E.3  
The Glass Menagerie Instrument Schedule  
 
  
Instrument Schedule
Page 1 of 13THE GLASS MENAGERIE 10.27.19.lw6
4/22/20
T H E  G L A S S  M E N A G E R I E
L I G H T I N G   D E S I G N E R M A S T E R   E L E C T R I C I AN
ADAM R. JEZL-SIKORSKI CAMERON L. STRANDIN
# # # . # # # . # # # # # # # . # # # . # # # #
BLACONY LADDER SL
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 FRONT 45° SL S4 26° 575w R17 (11) 1/162 162
2 FRONT 45° SL S4 26° 575w R17 (12) 1/161 161
3 FRONT 45° SL S4 26° 575w R17 (13) 1/160 160
4 ISO SL S4 19° 575w R364 + R55 (211) 1/164 164
5 ISO SL S4 19° 575w R364 + R55 (221) 1/163 163
6 FRONT 45° SL S4 26° 575w R364 + R55 (21) 1/167 167
7 FRONT 45° SL S4 26° 575w R364 + R55 (22) 1/166 166
8 FRONT 45° SL S4 26° 575w R364 + R55 (23) 1/165 165
9 SPECIAL S4 19° 575w R364+R55 (201) 1/169 169
10 MY BUDDIES S4 19° 575w N/C (1002) 1/168 168
11 VARIOUS QUANTUM 750w CMY (701) 2/181 171
Adam R. Jezl-Sikorski / Lightwright 6 BLACONY LADDER SL
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Instrument Schedule
Page 2 of 13THE GLASS MENAGERIE 10.27.19.lw6
4/22/20
T H E  G L A S S  M E N A G E R I E
BALCONY LADDER SR
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 FRONT 45° SR S4 19° 575w L197,  T:R77805-B (51) 1/115 115
2 FRONT 45° SR S4 19° 575w L197 (52) 1/114 114
3 FRONT 45° SR S4 19° 575w L197 (53) 1/113 113
4 ISO SR S4 19° 575w R33,  T:R77805-B (212) 1/112 112
5 ISO SR S4 19° 575w R33 (222) 1/119 119
6 FRONT 45° SR S4 19° 575w R33,  T:R77805-B (41) 1/118 118
7 FRONT 45° SR S4 19° 575w R33 (42) 1/117 117
8 FRONT 45° SR S4 19° 575w R33 (43) 1/116 116
9 MY BUDDIES S4 19° 575w N/C (1003) 1/123 123
10 SPECIAL S4 19° 575w R33 (202) 1/122 122
11 APT TEXTURE S4 36° 575w R33,  T:R77119-B (431) 1/276 276
12 SHIP TEXTURE S4 36° 575w R76,  T:R77258-A (531) 1/277 277
13 APT TEXTURE S4 36° 575w R33,  T:R77119-B (432) 1/272 272
14 SHIP TEXTURE S4 36° 575w R77,  T:G210-A (532) 1/273 273
15 VARIOUS QUANTUM 750w CMY (702) 2/211 120
LOW BALCONY
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 SPECIAL S4 ZM 15°-30° 750w N/C,  T:G278-B (401) 1/283 283
Adam R. Jezl-Sikorski / Lightwright 6 BALCONY LADDER SR thru LOW BALCONY
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Instrument Schedule
Page 3 of 13THE GLASS MENAGERIE 10.27.19.lw6
4/22/20
T H E  G L A S S  M E N A G E R I E
COVE
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 FRONT 45° SL S4 26° 575w R17 (14) 1/209 209
2 FRONT 45° SL S4 26° 575w R364 + R55 (24) 1/203 203
3 ISO SL S4 50° 750W 750w R364 + R55 (231) 1/204 204
4 FRONT 45° SL S4 26° 575w R17 (15) 1/206 206
5 FRONT 45° SL S4 26° 575w R364 + R55 (25) 1/200 200
6 FRONT 45° SL S4 26° 575w R17 (16) 1/196 196
7 FRONT 45° SL S4 26° 575w R364 + R55 (26) 1/198 198
8 FRONT 45° SR S4 26° 575w L197 (54) 1/189 189
9 FRONT 45° SR S4 26° 575w R33 (44) 1/187 187
10 FRONT 45° SR S4 26° 575w L197 (55) 1/185 185
11 FRONT 45° SR S4 26° 575w R33 (45) 1/179 179
12 ISO SR S4 50° 750W 750w R33 (232) 1/181 181
13 FRONT 45° SR S4 26° 575w L197 (56) 1/182 182
14 FRONT 45° SR S4 26° 575w R33 (46) 1/176 176
BOX BOOM SL
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 WATER FX S4 36° 750W+Rosco Revo 750w R80 (563) 1/143 143
2 WATER FX S4 36° 750W+Rosco Revo 750w R69 (564) 1/142 142
BOX BOOM SR
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 APT TEXTURE SR 36° 575w R33,  T:R77119-B (433)
2 TEXTURE SR 36° 575w R80,  T:R77119-A (533) 1/140 140
Adam R. Jezl-Sikorski / Lightwright 6 COVE thru BOX BOOM SR
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4/22/20
T H E  G L A S S  M E N A G E R I E
SPLAY #1 SL
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 HiSIDE SL LUSTR 26°+Light Acc 6.25in
Top Hat
171w N/C (103) 3/201 147
2 HiSIDE SL LUSTR 36°+Light Acc 6.25in
Top Hat
171w N/C (102) 3/211 147
3 HiSIDE SL S4 LUSTR 50°+Light Acc
6.25in Top Hat
171w N/C (101) 3/221 147
4 MID SL S4 LUSTR 50°+Light Acc
6.25in Top Hat
171w N/C (107) 3/231 147
5 WATER FX S4 36° 750W+Rosco Revo 750w R80 (561) 1/145 145
6 WATER FX S4 36° 750W+Rosco Revo 750w R69 (562) 1/144 144
SPLAY #1 SR
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 HiSIDE SR LUSTR 26°+Light Acc 6.25in
Top Hat
171w N/C (104) 3/241 141
2 HiSIDE SR LUSTR 36°+Light Acc 6.25in
Top Hat
171w N/C (105) 3/251 141
3 HiSIDE SR S4 LUSTR 50°+Light Acc
6.25in Top Hat
171w N/C (106) 3/261 141
4 MID SR S4 LUSTR 50°+Light Acc
6.25in Top Hat
171w N/C (108) 3/271 141
Adam R. Jezl-Sikorski / Lightwright 6 SPLAY #1 SL thru SPLAY #1 SR
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4/22/20
T H E  G L A S S  M E N A G E R I E
APRON
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 FRONT 45° SL S4 26° 575w R17 (17) 1/149 149
2 FRONT 45° SL S4 26° 575w R364 + R55 (27) 1/150 150
3 TOP LIGHT AURA XB+CONC. RING 359w RGBAW (601) 2/1 220
4 FRONT 45° SL S4 26° 575w R17 (18) 1/152 152
5 FRONT 45° SL S4 26° 575w R364 + R55 (28) 1/153 153
6 TOP LIGHT AURA XB+CONC. RING 359w RGBAW (602) 2/26 220
7 FRONT 45° SL S4 26° 575w R17 (19) 1/224 224
8 FRONT 45° SL S4 26° 575w R364 + R55 (29) 1/223 223
9 FRONT 45° SR S4 26° 575w L197 (57) 1/222 222
10 FRONT 45° SR S4 26° 575w R33 (47) 1/219 219
11 TOP LIGHT AURA XB+CONC. RING 359w RGBAW (603) 2/51 220
12 FRONT 45° SR S4 26° 575w L197 (58) 1/218 218
13 FRONT 45° SR S4 26° 575w R33 (48) 1/217 217
14 TOP LIGHT AURA XB+CONC. RING 359w RGBAW (604) 2/76 220
15 WATER TOP LIGHT S4 PARNEL 575w R80 (565) 1/215 215
16 FRONT 45° SR S4 26° 575w L197 (59) 1/214 214
17 FRONT 45° SR S4 26° 575w R33 (49) 1/213 213
PROC. BOOM SR
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 SIDE LUSTR 36° 171w N/C (145)
2 SIDE LUSTR 36° 171w N/C (144)
3 MID SR S4 LUSTR 50°+Light Acc
6.25in Top Hat
171w N/C (118) 2/351 227
PLATFORM TO GRID DSR
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 HiSIDE SL S4 LUSTR 36° 171w N/C (142) 2/331 227
2 HiSIDE SR S4 LUSTR 50° 171w N/C (141) 2/341 227
3 HiSIDE SR LUSTR 26° 171w N/C (143)
Adam R. Jezl-Sikorski / Lightwright 6 APRON thru PLATFORM TO GRID DSR
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T H E  G L A S S  M E N A G E R I E
LINE SET 3
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 APT. SCONCE 100W LAMP N/C (411) 1/225 225
LX-1
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 HiSIDE SL LUSTR 50° 171w N/C (111)
2 HiSIDE SL S4 LUSTR 36° 171w N/C (112) 2/361 3
3 HiSIDE SL S4 LUSTR 26° 171w N/C (113) 2/371 3
4 BACK LIGHT S4 PARNEL+7 1/2" Barndoor 575w R31 (61) 1/6 6
5 BACK LIGHT S4 PARNEL+7 1/2" Barndoor 575w L075 (71) 1/7 7
6 VARIOUS QUANTUM 750w CMY (703) 2/241 10
7 BACK LIGHT S4 PARNEL+7 1/2" Barndoor 575w R31 (62) 1/12 12
8 BACK LIGHT S4 PARNEL+7 1/2" Barndoor 575w L075 (72) 1/14 14
9 AIR TEXTURE S4 50° 750W 750w R77,  T:R77228-A (551) 1/15 15
10 BACK LIGHT S4 PARNEL+7 1/2" Barndoor 575w R31 (63) 1/17 17
11 BACK LIGHT S4 PARNEL+7 1/2" Barndoor 575w L075 (73) 1/19 19
12 VARIOUS QUANTUM 750w CMY (704) 2/271 21
13 HiSIDE SR S4 LUSTR 26° 171w N/C (114) 2/381 28
14 HiSIDE SR S4 LUSTR 36° 171w N/C (115) 2/391 28
15 HiSIDE SR S4 LUSTR 50° 171w N/C (116) 2/401 28
LINE SET 7
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 APT. SCONCE 100W LAMP N/C (412) 1/226 226
Adam R. Jezl-Sikorski / Lightwright 6 LINE SET 3 thru LINE SET 7
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4/22/20
T H E  G L A S S  M E N A G E R I E
LINE  SET 12
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 BACK LIGHT LUSTR 26° 171w N/C (421) 2/411 254
2 BACK LIGHT S4 LUSTR 26° 171w N/C (422) 2/421 254
3 HiSIDE SL LUSTR 50° 171w N/C (121)
4 HiSIDE SL S4 LUSTR 36° 171w N/C (122) 2/431 254
5 HiSIDE SL S4 LUSTR 26° 171w N/C (123) 2/441 254
6 BACK LIGHT S4 PARNEL+7 1/2" Barndoor 575w R31 (64) 1/252 252
7 BACK LIGHT AURA XB+CONC. RING 359w RGBAW (605) 2/101 250
8 BACK LIGHT S4 PARNEL+7 1/2" Barndoor 575w L075 (74) 1/249 249
9 AIR TEXTURE S4 50° 750W 750w R76,  T:R77228-A (552) 1/248 248
10 BACK LIGHT S4 PARNEL+7 1/2" Barndoor 575w R31 (65) 1/247 247
11 BACK LIGHT AURA XB+CONC. RING 359w RGBAW (606) 2/126 246
12 BACK LIGHT S4 PARNEL+7 1/2" Barndoor 575w L075 (75) 1/244 244
13 AIR TEXTURE S4 50° 750W 750w R76,  T:R77590-A (555) 1/243 243
14 BACK LIGHT S4 PARNEL+7 1/2" Barndoor 575w R31 (66) 1/242 242
15 BACK LIGHT AURA XB+CONC. RING 359w RGBAW (607) 2/151 241
16 BACK LIGHT S4 PARNEL+7 1/2" Barndoor 575w L075 (76) 1/240 240
17 SPECIAL S4 19° 575w N/C (501) 1/238 238
18 AIR TEXTURE S4 50° 750W 750w R76,  T:R77590-A (558) 1/237 237
LINE SET # 16
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 AIR TEXTURE S4 50° 750W 750w R77,  T:R77228-A (553) 1/260 260
2 AIR TEXTURE S4 50° 750W 750w R76,  T:R77590-A (556) 1/258 258
3 AIR TEXTURE S4 50° 750W 750w R76,  T:R77590-A (559) 1/259 259
Adam R. Jezl-Sikorski / Lightwright 6 LINE  SET 12 thru LINE SET # 16
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4/22/20
T H E  G L A S S  M E N A G E R I E
LX-2
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 VARIOUS QUANTUM 750w CMY (705) 2/301 35
2 BACK LIGHT S4 LUSTR 50° 171w N/C (502) 2/451 41
3 BACK LIGHT S4 PARNEL+7 1/2" Barndoor 575w R76 (522) 1/45 45
LINE SET 19
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 HiSIDE SL LUSTR 50° 171w N/C (131) 2/461 271
2 HiSIDE SL S4 LUSTR 36° 171w N/C (132) 2/471 271
3 HiSIDE SL S4 LUSTR 26° 171w N/C (133) 2/481 271
4 AIR TEXTURE S4 50° 750W 750w R77,  T:R77228-A (554) 1/269 269
5 TOP LIGHT S4 PARNEL+7 1/2" Barndoor 575w R76 (545) 1/268 268
6 AIR TEXTURE S4 50° 750W 750w R77,  T:R77590-A (557) 1/267 267
7 BACK LIGHT S4 PARNEL+7 1/2" Barndoor 575w R76 (523) 1/266 266
8 AIR TEXTURE S4 50° 750W 750w R77,  T:R77590-A (560) 1/264 264
9 TOP LIGHT S4 PARNEL+7 1/2" Barndoor 575w R76 (524) 1/263 263
10 BACK LIGHT S4 LUSTR 50° 171w N/C (148) 2/491 261
11 BACK LIGHT S4 LUSTR 50° 171w N/C (149) 2/501 261
LINESET 22
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 CYC WASH SPECTRACYC 1kW RGBAW (821) 3/61 229
2 CYC WASH SPECTRACYC 1kW RGBAW (822) 3/71 229
3 CYC WASH SPECTRACYC 1kW RGBAW (823) 3/81 229
4 CYC WASH SPECTRACYC 1kW RGBAW (824) 3/91 229
5 CYC WASH SPECTRACYC 1kW RGBAW (825) 3/101 229
6 CYC WASH SPECTRACYC 1kW RGBAW (826) 3/111 229
7 CYC WASH SPECTRACYC 1kW RGBAW (827) 3/121 229
Adam R. Jezl-Sikorski / Lightwright 6 LX-2 thru LINESET 22
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T H E  G L A S S  M E N A G E R I E
LINE SET #25
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 STAR DROP STARDROP N/C,  T:-- (999) 1/228 228
DECK, CANDELABRA
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 FLAME BIRDIE 50w R17 (233) 1/69 69
2 FLAME BIRDIE 50w R17 (234) 1/68 68
3 FLAME BIRDIE 50w R17 (233) 1/69 69
4 FLAME BIRDIE 50w R17 (234) 1/68 68
ELEVATOR
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 UPLIGHT S4 PAR WFL 575w N/C (503) 1/109 109
2 Fans FAN (1501) 1/110 110
BOOM SL
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 A1S6 CLOUD S4 50° 750W 750w TBD / SCRAP,  T:
R77169-A
(961) 1/61 61
2 LIGHTNING FX S4 50° 750W 750w TBD / SCRAP,  T:
CRISPY R177
(992) 1/62 62
3 A1S5 CLOUD S4 50° 750W 750w TBD / SCRAP,  T:
R77169-A
(951) 1/63 63
4 A1S4  CLOUDS S4 50° 750W 750w TBD / SCRAP,  T:
G336-A
(941) 1/64 64
5 A1S3 CLOUDS S4 50° 750W 750w TBD / SCRAP,  T:
G227-A
(931) 1/65 65
6 LIGHTNING FX S4 50° 750W 750w TBD / SCRAP,  T:
G369-B
(993) 1/66 66
7 A1S2 CLOUD S4 50° 750W 750w TBD / SCRAP,  T:
G226-A
(921) 1/98 98
8 A1S1 CLOUD S4 50° 750W 750w TBD / SCRAP,  T:
R77448-A
(911) 1/99 99
Adam R. Jezl-Sikorski / Lightwright 6 LINE SET #25 thru BOOM SL
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T H E  G L A S S  M E N A G E R I E
BOOM SR
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 A1S1 CLOUDS S4 50° 750W 750w TBD / SCRAP,  T:
R77448-
(912) 1/54 54
3 A1S2 CLOUD S4 50° 750W 750w TBD / SCRAP,  T:
G226-A
(922) 1/53 53
4 LIGHTNING FX S4 50° 750W 750w TBD / SCRAP,  T:
R71306-B
(991) 1/52 52
5 A1S3 S4 50° 750W 750w TBD / SCRAP,  T:
G227-A
(932) 1/51 51
6 A1S4  CLOUDS S4 50° 750W 750w TBD / SCRAP,  T:
G336-A
(942) 1/50 50
DECK
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 ZR33 MARTIN ZR33 1.8kW (1200) 3/3 82
2 Neutron NEUTRON 400w (1300) 3/4 146
3 Vesuvion VESUVION 1.5kW (1400) 3/5 84
DECK, SHIP PRACTICAL
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 CAGED LAMP 100W LAMP N/C (513) 1/79 79
2 CAGED LAMP 100W LAMP N/C (513) 1/79 79
3 CAGED LAMP 100W LAMP N/C (513) 1/79 79
4 SHIP SCONCE LED RGBCW RGBCW (511) 3/21 83
5 SHIP SCONCE LED RGBCW RGBCW (512) 3/25 83
Adam R. Jezl-Sikorski / Lightwright 6 BOOM SR thru DECK, SHIP PRACTICAL
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T H E  G L A S S  M E N A G E R I E
DECK, SHIP BIRDIES
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 SCULPT BIRDIE 50w L100 (541) 1/76 76
2 SCULPT BIRDIE 50w L100 (541) 1/76 76
3 SCULPT BIRDIE 50w L100 (542) 1/85 85
4 SCULPT BIRDIE 50w L100 (542) 1/85 85
5 FRONT LIGHT BIRDIE 50w L100 (543) 1/86 86
6 FRONT LIGHT BIRDIE 50w R54 (544) 1/87 87
DECK, SHIP EXIT STAIRS
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 TOP LIGHT S4 PARNEL 575w R76 (521) 1/81 81
DECK, GROUND ROW
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 CYC WASH SPECTRACYC 1kW RGBAW (811) 3/131 97
2 CYC WASH SPECTRACYC 1kW RGBAW (812) 3/141 97
3 CYC WASH SPECTRACYC 1kW RGBAW (813) 3/151 97
4 CYC WASH SPECTRACYC 1kW RGBAW (814) 3/161 97
5 CYC WASH SPECTRACYC 1kW RGBAW (815) 3/171 97
6 CYC WASH SPECTRACYC 1kW RGBAW (816) 3/181 97
7 CYC WASH SPECTRACYC 1kW RGBAW (817) 3/191 97
DECK, EXPOSED LAMPS
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 EXPOSED LAMP 100W LAMP N/C (514) 1/77 77
2 EXPOSED LAMP 100W LAMP N/C (515) 1/78 78
3 EXPOSED LAMP 100W LAMP N/C (516) 1/80 80
DECK, PRACTICAL
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 APT. LAMP 100W LAMP N/C (413) 1/111 111
Adam R. Jezl-Sikorski / Lightwright 6 DECK, SHIP BIRDIES thru DECK, PRACTICAL
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4/22/20
T H E  G L A S S  M E N A G E R I E
DECK, SHIP LADDER
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 LOW LIGHT S4 LUSTR 50° 171w N/C (581) 3/281 83
2 LOW LIGHT S4 LUSTR 50° 171w N/C (582) 3/291 83
DECK, APRON
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 LOW LIGHT S4 50° 750W 750w N/C (81) 1/148 148
2 LOW LIGHT S4 50° 750W 750w N/C (82) 1/135 135
BOOM USC
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 WAXING CRESCENT S4 50° 750W 750w TBD STOCK,  T:
R81173-A
(997) 1/91 91
2 WAXING CRESCENT S4 50° 750W 750w TBD STOCK,  T:
26A GLASS MOON
(998) 1/92 92
3 Fans FAN (1503) 1/93 93
REAR AUD PIPE
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 FILL S4 10° 575w R55 (31) 1/175 175
2 FILL S4 10° 575w R55 (31) 1/175 175
3 FILL S4 10° 575w R55 (32) 1/173 173
4 FILL S4 10° 575w R55 (32) 1/173 173
5 FILL S4 10° 575w R55 (33) 1/174 172
6 FILL S4 10° 575w R55 (33) 1/174 172
HOUSE
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 House HOUSE (1600) 1/284 284
2 House HOUSE (1600) 1/285 285
3 House HOUSE (1600) 1/286 286
4 House HOUSE (1600) 1/287 287
Adam R. Jezl-Sikorski / Lightwright 6 DECK, SHIP LADDER thru HOUSE
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4/22/20
T H E  G L A S S  M E N A G E R I E
GRID
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 Fans FAN (1502) 1/210 210
STAGE
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 Menagerie LED RGBCW RGBCW (402) 3/29 146
PROC. BOOM SL
U# Purpose Instrument Type & Accessory Load Color & Gobo Channel Addr Dim
1 FRONT LUSTR 36° 171w N/C (146)
2 FRONT LUSTR 36° 171w N/C (147)
Adam R. Jezl-Sikorski / Lightwright 6 GRID thru PROC. BOOM SL
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Channel Hookup
Page 1 of 7THE GLASS MENAGERIE 10.27.19.lw6
4/22/20
T H E  G L A S S  M E N A G E R I E
L I G H T I N G   D E S I G N E R M A S T E R   E L E C T R I C I AN
ADAM R. JEZL-SIKORSKI CAMERON L. STRANDIN
# # # . # # # . # # # # # # # . # # # . # # # #
Channel Purpose Inst Type Position U# Color Frost Gobo
(11) FRONT 45° SL S4 26° BLACONY LADDER SL 1 R17 R132
(12) FRONT 45° SL S4 26° BLACONY LADDER SL 2 R17 R132
(13) FRONT 45° SL S4 26° BLACONY LADDER SL 3 R17 R132
(14) FRONT 45° SL S4 26° COVE 1 R17 R132
(15) FRONT 45° SL S4 26° COVE 4 R17 R132
(16) FRONT 45° SL S4 26° COVE 6 R17 R132
(17) FRONT 45° SL S4 26° APRON 1 R17 R132
(18) FRONT 45° SL S4 26° APRON 4 R17 R132
(19) FRONT 45° SL S4 26° APRON 7 R17 R132
(21) FRONT 45° SL S4 26° BLACONY LADDER SL 6 R364 + R55 R132
(22) FRONT 45° SL S4 26° BLACONY LADDER SL 7 R364 + R55 R132
(23) FRONT 45° SL S4 26° BLACONY LADDER SL 8 R364 + R55 R132
(24) FRONT 45° SL S4 26° COVE 2 R364 + R55 R132
(25) FRONT 45° SL S4 26° COVE 5 R364 + R55 R132
(26) FRONT 45° SL S4 26° COVE 7 R364 + R55 R132
(27) FRONT 45° SL S4 26° APRON 2 R364 + R55 R132
(28) FRONT 45° SL S4 26° APRON 5 R364 + R55 R132
(29) FRONT 45° SL S4 26° APRON 8 R364 + R55 R132
(31) FILL S4 10° REAR AUD PIPE 1 R55 R132
" " " 2 " "
(32) FILL S4 10° REAR AUD PIPE 3 R55 R132
" " " 4 " "
(33) FILL S4 10° REAR AUD PIPE 5 R55 R132
" " " 6 " "
(41) FRONT 45° SR S4 19° BALCONY LADDER SR 6 R33 R132 R77805-B
(42) FRONT 45° SR S4 19° BALCONY LADDER SR 7 R33 R132
(43) FRONT 45° SR S4 19° BALCONY LADDER SR 8 R33 R132
(44) FRONT 45° SR S4 26° COVE 9 R33 R132
(45) FRONT 45° SR S4 26° COVE 11 R33 R132
Adam R. Jezl-Sikorski / Lightwright 6 (11) thru (45)
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4/22/20
T H E  G L A S S  M E N A G E R I E
Channel Purpose Inst Type Position U# Color Frost Gobo
(46) FRONT 45° SR S4 26° COVE 14 R33 R132
(47) FRONT 45° SR S4 26° APRON 10 R33 R132
(48) FRONT 45° SR S4 26° APRON 13 R33 R132
(49) FRONT 45° SR S4 26° APRON 17 R33 R132
(51) FRONT 45° SR S4 19° BALCONY LADDER SR 1 L197 R132 R77805-B
(52) FRONT 45° SR S4 19° BALCONY LADDER SR 2 L197 R132
(53) FRONT 45° SR S4 19° BALCONY LADDER SR 3 L197 R132
(54) FRONT 45° SR S4 26° COVE 8 L197 R132
(55) FRONT 45° SR S4 26° COVE 10 L197 R132
(56) FRONT 45° SR S4 26° COVE 13 L197 R132
(57) FRONT 45° SR S4 26° APRON 9 L197 R132
(58) FRONT 45° SR S4 26° APRON 12 L197 R132
(59) FRONT 45° SR S4 26° APRON 16 L197 R132
(61) BACK LIGHT S4 PARNEL LX-1 4 R31
(62) BACK LIGHT S4 PARNEL LX-1 7 R31
(63) BACK LIGHT S4 PARNEL LX-1 10 R31
(64) BACK LIGHT S4 PARNEL LINE  SET 12 6 R31
(65) BACK LIGHT S4 PARNEL LINE  SET 12 10 R31
(66) BACK LIGHT S4 PARNEL LINE  SET 12 14 R31
(71) BACK LIGHT S4 PARNEL LX-1 5 L075
(72) BACK LIGHT S4 PARNEL LX-1 8 L075
(73) BACK LIGHT S4 PARNEL LX-1 11 L075
(74) BACK LIGHT S4 PARNEL LINE  SET 12 8 L075
(75) BACK LIGHT S4 PARNEL LINE  SET 12 12 L075
(76) BACK LIGHT S4 PARNEL LINE  SET 12 16 L075
(81) LOW LIGHT S4 50° 750W DECK, APRON 1 N/C R119
(82) LOW LIGHT S4 50° 750W DECK, APRON 2 N/C R119
(101) HiSIDE SL S4 LUSTR 50° SPLAY #1 SL 3 N/C R119
(102) HiSIDE SL LUSTR 36° SPLAY #1 SL 2 N/C R119
(103) HiSIDE SL LUSTR 26° SPLAY #1 SL 1 N/C R119
Adam R. Jezl-Sikorski / Lightwright 6 (46) thru (103)
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T H E  G L A S S  M E N A G E R I E
Channel Purpose Inst Type Position U# Color Frost Gobo
(104) HiSIDE SR LUSTR 26° SPLAY #1 SR 1 N/C R119
(105) HiSIDE SR LUSTR 36° SPLAY #1 SR 2 N/C R119
(106) HiSIDE SR S4 LUSTR 50° SPLAY #1 SR 3 N/C R119
(107) MID SL S4 LUSTR 50° SPLAY #1 SL 4 N/C R119
(108) MID SR S4 LUSTR 50° SPLAY #1 SR 4 N/C R119
(111) HiSIDE SL LUSTR 50° LX-1 1 N/C R119
(112) HiSIDE SL S4 LUSTR 36° LX-1 2 N/C R119
(113) HiSIDE SL S4 LUSTR 26° LX-1 3 N/C R119
(114) HiSIDE SR S4 LUSTR 26° LX-1 13 N/C R119
(115) HiSIDE SR S4 LUSTR 36° LX-1 14 N/C R119
(116) HiSIDE SR S4 LUSTR 50° LX-1 15 N/C R119
(118) MID SR S4 LUSTR 50° PROC. BOOM SR 3 N/C R119
(121) HiSIDE SL LUSTR 50° LINE  SET 12 3 N/C 119
(122) HiSIDE SL S4 LUSTR 36° LINE  SET 12 4 N/C R119
(123) HiSIDE SL S4 LUSTR 26° LINE  SET 12 5 N/C R119
(131) HiSIDE SL LUSTR 50° LINE SET 19 1 N/C R119
(132) HiSIDE SL S4 LUSTR 36° LINE SET 19 2 N/C R119
(133) HiSIDE SL S4 LUSTR 26° LINE SET 19 3 N/C R119
(141) HiSIDE SR S4 LUSTR 50° PLATFORM TO GRID DSR 2 N/C R119
(142) HiSIDE SL S4 LUSTR 36° PLATFORM TO GRID DSR 1 N/C R119
(143) HiSIDE SR LUSTR 26° PLATFORM TO GRID DSR 3 N/C R119
(144) SIDE LUSTR 36° PROC. BOOM SR 2 N/C 119
(145) SIDE LUSTR 36° PROC. BOOM SR 1 N/C 119
(146) FRONT LUSTR 36° PROC. BOOM SL 1 N/C 119
(147) FRONT LUSTR 36° PROC. BOOM SL 2 N/C 119
(148) BACK LIGHT S4 LUSTR 50° LINE SET 19 10 N/C
(149) BACK LIGHT S4 LUSTR 50° LINE SET 19 11 N/C
(201) SPECIAL S4 19° BLACONY LADDER SL 9 R364+R55
(202) SPECIAL S4 19° BALCONY LADDER SR 10 R33 R132
(211) ISO SL S4 19° BLACONY LADDER SL 4 R364 + R55 R119
Adam R. Jezl-Sikorski / Lightwright 6 (104) thru (211)
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Channel Purpose Inst Type Position U# Color Frost Gobo
(212) ISO SR S4 19° BALCONY LADDER SR 4 R33 R119 R77805-B
(221) ISO SL S4 19° BLACONY LADDER SL 5 R364 + R55 R119
(222) ISO SR S4 19° BALCONY LADDER SR 5 R33 R119
(231) ISO SL S4 50° 750W COVE 3 R364 + R55 R119
(232) ISO SR S4 50° 750W COVE 12 R33 R119
(233) FLAME BIRDIE DECK, CANDELABRA 1 R17
" " " 3 "
(234) FLAME BIRDIE DECK, CANDELABRA 2 R17
" " " 4 "
(401) SPECIAL S4 ZM 15°-30° LOW BALCONY 1 N/C G278-B
(402) Menagerie LED RGBCW STAGE 1 RGBCW
(411) APT. SCONCE 100W LAMP LINE SET 3 1 N/C
(412) APT. SCONCE 100W LAMP LINE SET 7 1 N/C
(413) APT. LAMP 100W LAMP DECK, PRACTICAL 1 N/C
(421) BACK LIGHT LUSTR 26° LINE  SET 12 1 N/C
(422) BACK LIGHT S4 LUSTR 26° LINE  SET 12 2 N/C
(431) APT TEXTURE S4 36° BALCONY LADDER SR 11 R33 R77119-B
(432) APT TEXTURE S4 36° BALCONY LADDER SR 13 R33 R77119-B
(433) APT TEXTURE SR 36° BOX BOOM SR 1 R33 R77119-B
(501) SPECIAL S4 19° LINE  SET 12 17 N/C R119
(502) BACK LIGHT S4 LUSTR 50° LX-2 2 N/C R119
(503) UPLIGHT S4 PAR WFL ELEVATOR 1 N/C
(511) SHIP SCONCE LED RGBCW DECK, SHIP PRACTICAL 4 RGBCW
(512) SHIP SCONCE LED RGBCW DECK, SHIP PRACTICAL 5 RGBCW
(513) CAGED LAMP 100W LAMP DECK, SHIP PRACTICAL 1 N/C
" " " 2 "
" " " 3 "
(514) EXPOSED
LAMP
100W LAMP DECK, EXPOSED LAMPS 1 N/C
(515) EXPOSED
LAMP
100W LAMP DECK, EXPOSED LAMPS 2 N/C
Adam R. Jezl-Sikorski / Lightwright 6 (212) thru (515)
 119 
  
Channel Hookup
Page 5 of 7THE GLASS MENAGERIE 10.27.19.lw6
4/22/20
T H E  G L A S S  M E N A G E R I E
Channel Purpose Inst Type Position U# Color Frost Gobo
(516) EXPOSED
LAMP
100W LAMP DECK, EXPOSED LAMPS 3 N/C
(521) TOP LIGHT S4 PARNEL DECK, SHIP EXIT STAIRS 1 R76
(522) BACK LIGHT S4 PARNEL LX-2 3 R76
(523) BACK LIGHT S4 PARNEL LINE SET 19 7 R76
(524) TOP LIGHT S4 PARNEL LINE SET 19 9 R76
(531) SHIP TEXTURE S4 36° BALCONY LADDER SR 12 R76 R77258-A
(532) SHIP TEXTURE S4 36° BALCONY LADDER SR 14 R77 G210-A
(533) TEXTURE SR 36° BOX BOOM SR 2 R80 R77119-A
(541) SCULPT BIRDIE DECK, SHIP BIRDIES 1 L100
" " " 2 "
(542) SCULPT BIRDIE DECK, SHIP BIRDIES 3 L100
" " " 4 "
(543) FRONT LIGHT BIRDIE DECK, SHIP BIRDIES 5 L100
(544) FRONT LIGHT BIRDIE DECK, SHIP BIRDIES 6 R54
(545) TOP LIGHT S4 PARNEL LINE SET 19 5 R76
(551) AIR TEXTURE S4 50° 750W LX-1 9 R77 R77228-A
(552) AIR TEXTURE S4 50° 750W LINE  SET 12 9 R76 R77228-A
(553) AIR TEXTURE S4 50° 750W LINE SET # 16 1 R77 R77228-A
(554) AIR TEXTURE S4 50° 750W LINE SET 19 4 R77 R77228-A
(555) AIR TEXTURE S4 50° 750W LINE  SET 12 13 R76 R77590-A
(556) AIR TEXTURE S4 50° 750W LINE SET # 16 2 R76 R77590-A
(557) AIR TEXTURE S4 50° 750W LINE SET 19 6 R77 R77590-A
(558) AIR TEXTURE S4 50° 750W LINE  SET 12 18 R76 R77590-A
(559) AIR TEXTURE S4 50° 750W LINE SET # 16 3 R76 R77590-A
(560) AIR TEXTURE S4 50° 750W LINE SET 19 8 R77 R77590-A
(561) WATER FX S4 36° 750W SPLAY #1 SL 5 R80
(562) WATER FX S4 36° 750W SPLAY #1 SL 6 R69
(563) WATER FX S4 36° 750W BOX BOOM SL 1 R80
(564) WATER FX S4 36° 750W BOX BOOM SL 2 R69
(565) WATER TOP
LIGHT
S4 PARNEL APRON 15 R80
Adam R. Jezl-Sikorski / Lightwright 6 (516) thru (565)
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Channel Purpose Inst Type Position U# Color Frost Gobo
(581) LOW LIGHT S4 LUSTR 50° DECK, SHIP LADDER 1 N/C R119
(582) LOW LIGHT S4 LUSTR 50° DECK, SHIP LADDER 2 N/C R119
(601) TOP LIGHT AURA XB APRON 3 RGBAW
(602) TOP LIGHT AURA XB APRON 6 RGBAW
(603) TOP LIGHT AURA XB APRON 11 RGBAW
(604) TOP LIGHT AURA XB APRON 14 RGBAW
(605) BACK LIGHT AURA XB LINE  SET 12 7 RGBAW
(606) BACK LIGHT AURA XB LINE  SET 12 11 RGBAW
(607) BACK LIGHT AURA XB LINE  SET 12 15 RGBAW
(701) VARIOUS QUANTUM BLACONY LADDER SL 11 CMY
(702) VARIOUS QUANTUM BALCONY LADDER SR 15 CMY
(703) VARIOUS QUANTUM LX-1 6 CMY
(704) VARIOUS QUANTUM LX-1 12 CMY
(705) VARIOUS QUANTUM LX-2 1 CMY
(811) CYC WASH SPECTRACYC DECK, GROUND ROW 1 RGBAW
(812) CYC WASH SPECTRACYC DECK, GROUND ROW 2 RGBAW
(813) CYC WASH SPECTRACYC DECK, GROUND ROW 3 RGBAW
(814) CYC WASH SPECTRACYC DECK, GROUND ROW 4 RGBAW
(815) CYC WASH SPECTRACYC DECK, GROUND ROW 5 RGBAW
(816) CYC WASH SPECTRACYC DECK, GROUND ROW 6 RGBAW
(817) CYC WASH SPECTRACYC DECK, GROUND ROW 7 RGBAW
(821) CYC WASH SPECTRACYC LINESET 22 1 RGBAW
(822) CYC WASH SPECTRACYC LINESET 22 2 RGBAW
(823) CYC WASH SPECTRACYC LINESET 22 3 RGBAW
(824) CYC WASH SPECTRACYC LINESET 22 4 RGBAW
(825) CYC WASH SPECTRACYC LINESET 22 5 RGBAW
(826) CYC WASH SPECTRACYC LINESET 22 6 RGBAW
(827) CYC WASH SPECTRACYC LINESET 22 7 RGBAW
(911) A1S1 CLOUD S4 50° 750W BOOM SL 8 TBD / SCRAP R77448-A
(912) A1S1 CLOUDS S4 50° 750W BOOM SR 1 TBD / SCRAP R77448-
Adam R. Jezl-Sikorski / Lightwright 6 (581) thru (912)
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Channel Purpose Inst Type Position U# Color Frost Gobo
(921) A1S2 CLOUD S4 50° 750W BOOM SL 7 TBD / SCRAP G226-A
(922) A1S2 CLOUD S4 50° 750W BOOM SR 3 TBD / SCRAP G226-A
(931) A1S3 CLOUDS S4 50° 750W BOOM SL 5 TBD / SCRAP G227-A
(932) A1S3 S4 50° 750W BOOM SR 5 TBD / SCRAP G227-A
(941) A1S4  CLOUDS S4 50° 750W BOOM SL 4 TBD / SCRAP G336-A
(942) A1S4  CLOUDS S4 50° 750W BOOM SR 6 TBD / SCRAP G336-A
(951) A1S5 CLOUD S4 50° 750W BOOM SL 3 TBD / SCRAP R77169-A
(961) A1S6 CLOUD S4 50° 750W BOOM SL 1 TBD / SCRAP R77169-A
(991) LIGHTNING FX S4 50° 750W BOOM SR 4 TBD / SCRAP R71306-B
(992) LIGHTNING FX S4 50° 750W BOOM SL 2 TBD / SCRAP CRISPY
R177
(993) LIGHTNING FX S4 50° 750W BOOM SL 6 TBD / SCRAP G369-B
(997) WAXING
CRESCENT
S4 50° 750W BOOM USC 1 TBD STOCK R81173-A
(998) WAXING
CRESCENT
S4 50° 750W BOOM USC 2 TBD STOCK 26A GLASS
MOON
(999) STAR DROP STARDROP LINE SET #25 1 N/C --
(1002) MY BUDDIES S4 19° BLACONY LADDER SL 10 N/C
(1003) MY BUDDIES S4 19° BALCONY LADDER SR 9 N/C
(1200) ZR33 MARTIN ZR33 DECK 1
(1300) Neutron NEUTRON DECK 2
(1400) Vesuvion VESUVION DECK 3
(1501) Fans FAN ELEVATOR 2
(1502) Fans FAN GRID 1
(1503) Fans FAN BOOM USC 3
(1600) House HOUSE HOUSE 1
" " " 2
" " " 3
" " " 4
Adam R. Jezl-Sikorski / Lightwright 6 (921) thru (1600)
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PRODUCTION PHOTOS 
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Figure F.1 
The Nebraska Repertory Theatre Present’s The Glass Menagerie 
Act I Scene 1 (from left to right) 
Ben Page as Tom Wingfield, Kami Cooper as Laura Wingfield, with Donna Steel as Amanda Wingfield 
Photo: Justin Mohling 
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Figure F.2 
The Nebraska Repertory Theatre Present’s The Glass Menagerie 
Act I Scene 1 
Donna Steel as Amanda Wingfield 
Photo: Justin Mohling 
 125 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure F.3 
The Nebraska Repertory Theatre Present’s The Glass Menagerie 
Act I Scene 3 
Donna Steel as Amanda Wingfield 
Photo: Justin Mohling 
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Figure F.4 
The Nebraska Repertory Theatre Present’s The Glass Menagerie 
Act I Scene 3 
Kami Cooper as Laura Wingfield, Ben Page as Tom Wingfield, with Donna Steel as Amanda Wingfield 
Photo: Justin Mohling 
 
 
 127 
 
Figure F.5 
The Nebraska Repertory Theatre Present’s The Glass Menagerie 
Act I Scene 5 (from left to right)  
Ben Page as Tom Wingfield with Donna Steel as Amanda Wingfield 
Photo: Justin Mohling 
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Figure F.6 
The Nebraska Repertory Theatre Present’s The Glass Menagerie 
Act II Scene 7 (from left to right)  
Michael Zavodny as the gentleman caller Jim O’Conner, and Ben Page as Tom Wingfield. 
Photo: Justin Mohling 
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Figure F.7 
The Nebraska Repertory Theatre Present’s The Glass Menagerie 
Act II Scene 7 (from left to right)  
Michael Zavodny as the gentleman caller Jim O’Conner, and Kami Cooper as Laura Wingfield 
Photo: Justin Mohling 
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Figure F.8 
The Nebraska Repertory Theatre Present’s The Glass Menagerie 
Act II Scene 8 (from left to right)  
Ben Page as Tom Wingfield, Kami Cooper as Laura Wingfield, with Donna Steel as Amanda Wingfield.  
Photo: Justin Mohling 
 
 
